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LECTURE 17. 

THE TECHNICS OF METAL ENQBAVIKG. 

113. Wb are to-day to examine the proper methods for 
the technical management of the most perfect of the arms 
of precision possessed by the artist. For you will at once 
understand that a line cut by a finely-pointed instrument 
upon the smooth surface of metal is susceptible of the ut- 
most fineness that can be given to the definite work of the 
human hand. In drawing with pen upon paper, the 
surface of the paper is slightly rough; necessarily, two 
points touch it instead of one, and the liquid flows from 
them more or less irregularly, whatever the dmughtsman's 
skill. But you cut a metallic surface with one edge only; 
the furrow drawn by a skater on the surface of ice is like 
it on a large scale. Your surface is polished, and your 
line may be wholly faultless, if your hand is. 

114r. And because, in such material, effects may be pro- 
duced which no penmanship could rival, most people, I 
fancy, think that a steel plate half engraves itself ; that 
the workman has no trouble with it, compared to that of a 
pen draughtsman. 

To test your feeling in this matter accurately, here is a 
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mannscript book written with pen and ink, and illustrated 
with flourishes and vignettes. 

Tou will all, I think, be disposed, on examining it, to 
exclaim, How wonderful I and even to doubt the possibil- 
ity of every page in the book being completed in the same 
manner. Again, here are three of my own drawings, exe- 
cuted with the pen, and Indian ink, when I was fifteen. 
They are copies from large lithographs by Prout ; and I 
imagine that most of my pupils would think me very tyran- 
nical if I requested them to do anything of the kind them- 
selves. And yet, when you See in the shop windows a line 
engraving like this,* or this,* either of which contains, 
alone, as much work as fifty pages of the manuscript 
book, or fifty such drawings as mine, you look upon its 
effect as quite a matter of course, — you never say ^how won- 
derful ' that is, nor consider how you would like to have to 
live, by producing anything of the same kind yourselves. 

115. Yet you cannot suppose it is in reality easier to 
draw a line with a cutting point, not seeing the effect at 
all, or, if any effect, seeing a gleam of light instead of 
darkness, than to draw your black line at once on the 
white paper ? Tou cannot really think f that there is 
something complacent, sympathetic, and helpful in the 

* Miller^s large plate of the Grand Canal, Veliice, after Tamer ; and 
Goodall^s, of Tivoli, after Turner. The other examples referred to are 
left in the University Galleries. 

f This paragraph was not read at the lecture, time not allowing : — ^it is 
part of what I wrote on engraving some years ago, in the papers for the 
..Art Journal, called the Cestus of Aglaia. 
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nature of steel ; so that while a pen-and-ink sketch may al- 
ways be considered an achievement proving cleverness in 
the sketcher, a sketch on steel comes out by a mere favour 
of the indulgent metal; or that the plate is woven like. a 
piece of pattern silk, and the pattern is developed by 
pasteboard cards punched full of holes ? Not so. Look^ 
close at this engraving, or take a smaller and simpler one, 
Turner's Mercury and Argus, — imagine it to be a drawing 
in pen and ink, and yourself required similarly to pi-oduce 
its parallel I True, the steel point has the one advantage 
of not blotting, but it has tenfold or twenty fold disad- 
vantage, in that you cannot slur, nor efface, except in a 
very resolute and laborious way, nor play with it, nor even 
see what you are doing with it at the moment, far less the 
effect that is to be. You mu&tjhel what you are doing 
with it, and know precisely what you have got to do ; how 
deep, how broad, how far apart your lines must be, etc. 
and etc., (a couple of lines of etceteras would not be enough 
to imply all you must know). But suppose the plate we7'e 
only a pen drawing : take your pen — ^your finest — and just 
try to copy the leaves that entangle the head of lo, and 
her head itself; remembering always that the kind of 
work required here is mere child's play compared to that 
of fine figure engraving. Nevertheless, take a small mag- 
nifying glass to this — count the dots and lines that gradate 
the nostrils and the edges of the facial bone ; notice how 
the light is left on the top of the head by the stopping, at 
its outline, of the coarse touches which form the shadows 
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Tinder the leaves; examine it well, and then — ^I humbly ask 
of you — ^try to do a piece of it yourself! You clever 
sketcher — you young lady or gentleman of genius — you 
eye-glassed dilettante — you current writer of criticism ; 
royally plural, — I beseech you, — do it yourself; do the 
merely etched outline yourself, if no more. Look you, — 
you hold your etching needle this way, as you would a 
pencil, nearly ; and then, — ^you scratch with it! it is as easy 
as lying. Or if you think that too diflScult, take an easier 
piece ; — take either of the light sprays of foliage that rise 
against the fortress on the right, pass your lens over them 
— ^look how their fine outline is first drawn, leaf by leaf ; 
then how the distant rock is put in between, with broken 
lines, mostly stopping before they touch the leaf-outline ; 
and again, I pray you, do it yourself, — if not on that 
scale, on a larger. Go on into the hollows of the distant 
rock, — traverse its thickets, — number its towers; — count 
how many lines there are in a laurel bush — in an arch — in 
a casement ; some hundred and fifty, or two hundred, de- 
liberately drawn lines, you will find, in every square 
quarter of an inch; — say three thousand to the inch^ — 
each, with skilful intent, put in its place ! and then con- 
sider what the ordinary sketcher's work must appear, to 
the men who have been trained to this ! 

116. " But might not more have been done by three 
thousand lines to a square inch ? " you will perhaps ask. 
Well, possibly. It may be with lines as with soldiers: 
three hundred, knowing their work thoroughly, may be 
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stronger than three thousand less sore of then* aim. We 
shall have to press close home this question about num- 
bers and purpose presently ; — ^it is not the question now. 
Suppose certain results required, — atmospheric effects, 
surface textures, transparencies of shade, confusions of 
light, — then, more could not be done with less. There 
are engravings of this modem school, of which, with re- 
spect to their particular aim, it may be said, most truly, 
they " cannot be better done." 

Here is one just finished, — or, at least, finished to tlie 
eyes of ordinary mortals, though its fastidious master 
means to retouch it ; — a quite pure line engraving, by Mr. 
Charles Henry Jeens ; (in calling it pure line, I mean that 
there are no mixtures of mezwtint or any mechanical 
tooling, but all is steady hand-work,) from a picture by 
Mr, Armytage, which, without possessing any of the high- 
est claims to admiration, is yet free from the vulgar 
vices which disgrace most of our popular religious art; 
and is so sweet in the fancy of it. as to deserve, better 
than many works of higher power, the pains of the en- 
graver to make it a common possession. It is meant 
to help us to imagine the evening of the day when 
the father and mother of Christ had been seeking him 
through Jerusalem: they have come to a well where 
women are drawing water; St Joseph passes on, — but 
the tired Madonna, leaning on the well's margin, asks 
wistfully of the women if they have seen such and such 
a child astray. Now will you just look for a while into 
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the lines- by which the expression of the weary and anx- 
ious face is rendered ; see how unerring they are, — how 
calm and clear; and think how many questions have to 
be determined in drawing the most minute portion of any 
one, — its curve, — its thickness, — its distance from the 
next, — its own preparation for ending, invisibly, where 
it ends. Think what the precision must be in these that 
trace the edge of the lip, and make it look quivering with 
disappointment, or in these which have made the eyelash 
heavy with restrained tears. 

117. Or if, as must be the case with many of my audi- 
ence, it is impossible for you to conceive the difficulties 
here overcome, look merely at the draperies, and other 
varied substances represented in the plate ; see how silk, 
and linen, and stone, and pottery, and flesh, are all sepa- 
rated in texture, and gradated in light, by the most subtle 
artifices and appliances of line, — of which artifices, and 
the nature of the mechanical labour throughout, I must 
endeavour to give you to-day a more distinct conception 
than you are in the habit of forming. But as I shall have 
to blame some of these methods in their general result, 
and I do not wish any word of general blame to be asso- 
ciated with this most excellent and careful plate by Mr. 
Jeens, I will pass, for special examination, to one already 
in your reference series, which for the rest exhibits more 
various treatment in its combined landscape, background, 
and figures ; the Belle Jardiniere of Baphael, drawn and 
;- engraved by the Baron Desh^oyers. 
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You Bee, in the first place, that the ground, stones, and 
other coarse surfaces are distinguished from the flesh and 
draperies by broken and wriggled lines. Those broken 
lines cannot be executed with the burin, they are etched 
in the early states of the plate, and are a modern artifice, 
never used by old engravers ; partly because the older 
men were not masters of the art of etching, but chiefly 
because even those who were acquainted with it would not 
employ lines of this nature. They have been developed 
by the importance of landscape in modern engraving, and 
have produced some valuable results in small plates, es- 
pecially of architecture. But they are entirely erroneous 
in principle, for the surface of stones and leaves is not 
broken or jagged in this manner, but consists of mossy, 
or blooming, or otherwise organic texture, which cannot 
be represented by these coarse lines ; their general conse- 
quence has therefore been to withdraw the mind of the 
observer from all beautiful and tender characters in fore- 
ground, and eventually to destroy the very school of land- 
scape engraving which gave birth to them. 

Considered, however, as a means of relieving more deli- 
cate textures,' they are in some degree legitimate, being, 
in fact, a kind of chasing or jagging one part of the plate 
surface in order to throw out the delicate tints from the 
rough field. But the same effect was produced with less 
pains, and far more entertainment to the eye, by the older 
engravers, who employed purely ornamental variations of 
line; thus in Plate IV., opposite page 123, the drapery is 
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sufficiently distinguished from the grass by the treatment 
of the latter as an ornamental arabesque. The grain of 
wood is elaborately engraved by Marc Antonio, with the 
same purpose, in the plate given in your Standard Series. 

118. Next, however, you observe ^what difference of 
texture and force exists between the smooth, continuous 
lines themselves, which are all really engraved. You 
must take some pains to understand the nature of this 
operation. 

The line is first cut lightly through its whole course, by 
absolute decision and steadiness of hand, which you may 
endeavour to imitate if you like, in its simplest phase, by 
drawing a circle with your compass-pen ; and then, grasp- 
ing your penholder so that you can push the point like a 
plough, describing other circles inside or outside of it, in 
exact parallelism with the mathematical line, and at ex- 
actly equal distances. To approach, or depart, with your 
point at finely gradated intervals, may be your next exer- 
cise, if you find the first unexpectedly easy. 

119. When the line is thus described in its proper 
course, it is ploughed deeper, where depth is needed, by a 
second cut of the burin, first on one side, then on the other, 
the Qut being given with gradated force so as to take away 
most steel where the line is to be darkest. Every line 
of gradated depth in the plate. has to be thus cut eight or 
ten times over at least, with retouchings to smooth and 
clear all in the close. Jason has to plough his field ten- 
furrow d^ep, with his fiery oxen well in hand, all the while. 
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When the essential lines are thus produced, in their 
several directions, those which have been drawn across 
each other, so as to give depth of shade, or richness of tex- 
ture, have to be farther enriched by dots in the interstices ; ^ 
else there would be a painful appearance of network 
everywhere ; and these dots require each four or five jags 
to produce them ; and each of these jags must be done 
with what artists and engravers alike call ^ feeling,' — ^the 
sensibility, that is, of a hand completely under mental 
government. So wrought, the dots look soft, and like 
touches of paint ; but mechanically dug in, they are vul- 
gar and hard. 

120. Now, observe, that, for every piece of shadow 
throughout the work, the engraver has to decide with 
what quantity and kind of line he will produce it. Ex- 
actly the same quantity of black, and therefore the same 
depth of tint in general effect, may be given with six 
thick lines; or with twelve, of half their thickness; or 
with eighteen, of a third of the thickness. The second six, 
second twelve, or second eighteen, may cross the first six, 
first twelve, or first eighteen, or go between them ; and 
they may cross at any angle. And then the third six 
may be put between the first six, or between the second 
six, or across both, and at any angle. In the net-work 
thus produced, any kind of dots may be put in the sever- 
ally shaped interstices. And for any of the series of su- 
peradded lines, dots, of equivalent value in shade, may 
be substituted. (Some engravings are wrought in dots 
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altogether.) Choice infinite, with multiplication of in- 
finity, is, at all events, to be made, for every minute 
space, from one side of the plate to the other. 

121. The excellence of a beautiful engraving is prima- 
rily in the use of these resources to exhibit tlie qualities 
. of the original picture, with delight to the eye in the 
method of translation ; and the language of engraving, 
when once you begin to undei'stand it, is, in these respects, 
so fertile, so ingenious, so ineffably subtle and severe in 
its grammar, that you may quite easily make it the sub- 
ject of your life's investigation, as you would the scholar- 
ship of a lovely literature. 

But in doing this, you would withdraw, and necessarily 
withdraw, your attention from the higher qualities of 
art, precisely as a grammarian, who is that, and nothing 
more, loses command of the matter and substance of 
thought. And the exquisitely mysterious mechanisms of 
the engraver's method have, in fact, thus entangled the 
intelligence of the careful draughtsmen of Europe; so 
that since the final perfection of this translator's power, 
all the men of finest patience and finest hand have stayed 
content with it ; — the subtlest draughtsmanship has per- 
ished from the canvas,* and sought more popular praise 
in this labyrinth of disciplined language, and more or less 

* An efiFort has lately been made in France, by Meissonier, Gerome, 
and their school, to recover it, with marvellous collateral skill of en- 
gravers. The etching of G^rome^s Louis XIY. and Moliere is one of 
the completest pieces of skilful mechanism ever put on metal. 
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dulled or degraded thought. And, in sum, I know no 
cause more direct or fatal, in the destruction of the great 
schools of European art, than the perfectness of modem 
line engraving. 

122. This great and profoundly to be regretted influ- 
ence I will prove and illustrate to you on another occasion. 
My object to-day is to explain the perfectness of the art 
itself ; and above all to request you, if you will not look 
at pictures instead of photographs, at least not to allow 
the cheap merits of the chemical operation to withdraw 
your interest from the splendid human labour of the en- 
graver. Here is a little vignette from Stothard, for in- 
stance, in Rogers' poems, to the lines, 

*^ Soared in the swing, half pleased and half afraid, 
'Neath sister elms, that waved their summer shade." 

You would think,^ would you not ? (and rightly,) that of 
all difficult things to express with crossed black lines and 
dots, the face of a young girl must be the most difficult. 
Yet here you have the face of a bright girl, radiant in 
light, transparent, mysterious, almost breathing, — her 
dark hair involved in delicate wreath and shade, her eyes 
full of joy and sweet playfulness, — and all this done by 
the exquisite order and gradation of a veiy few lines, 
which, if you will examine them through a lens, you find 
dividing and chequering the lip, and cheek, and chin, so 
strongly that you would have fancied they could only 
produce the effect of a grim iron mask. But the intelli- 
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gences of order and form guide them into beauty, and in- 
flame them with delicatest life. 

123. And do you 8ee the size of this head } About as 
large as the bud of a forget-me-not 1 Can you imagine 
the fineness of the little pressures of the hand on the 
steel, in that space, which at the edge of the almost in- 
visible lip, fashioned its less or more of smile. 

My chemical friends, if you wish ever to know anything 
rightly concerning the arts, I very urgently advise you to 
throw all your vials and washes down the gutter-trap ; and 
if you will ascribe, as you think it so clever to do, in your 
modern creeds, all virtue to the sun, use that virtue 
through yom* own heads and fingers, and apply your solar 
energies to draw a skilful line or two, for once or twice 
in your life. You may learn more by trying to engrave, 
like Goodall, the tip of an ear, or the curl of a lock of 
hair, than by photographing the entire population of the 
United States of America, — black, white, and neutral- 
tint. 

And one word, by the way, touching the complaints I 
hear at my having set you to so fine work that it hurts 
your eyes. You have noticed that all great sculptors — 
and most of the great paintera of Florence — ^began by be- 
ing goldsmiths. Why do you think the goldsmith's ap- 
prenticeship is so fruitful ? Primarily, because it forces 
the boy to do small work, and mind what he is about. 
Do you suppose Michael Angelo learned his business by 
dashing or hitting at it ? He laid the foundation of all his 
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after power by doing precisely what I am requiring my 
own pupils to do, — copying German engravings in fac- 
simile I And for your eyes — ^j^ou all sit up at night till i 
you haven't got any eyes worth speaking of. Go to bed 
at half -past nine, and get up at four, and you'll see some- 
thing out of them, in time. 

124. Nevertheless, whatever admiration you may be 
brought to feel, and with justice, for this lovely workman- 
ship, — ^the more distinctly you comprehend its merits, the 
more distinctly also will the question rise in your mind, 
How is it that a performance so marvellous has yet taken 
no rank in the records of art of any permanent or acknowl- 
edged kind ? How is it that these vignettes from Stoth- 
ard and Turner,* like the woodcuts from Tenniel, scarcely 
make the name of the engraver known; and that they 
never are found side by side with this older and apparently 
ruder art, in the cabinets of men of real judgment. The 
reason is precisely the same as in the case of the Tenniel 

* I must again qualify the too sweeping statement of the text. I 
think, as time passes, some of these nineteenth century line engray- 
ings wiU become monumental. The first vignette of the garden, with 
the cut hedges and fountain, for instance, in Bogers' poems, is so con- 
summate in its use of every possible artifice of delicate line, note the look 
of tremulous atmosphere got by the undulatory etched lines on the 
puyement, and the broken masses, worked with dots, of the fountain 
foam,) that I think it cannot but, with some of its companions, survive 
the refuse of its school, and become classic. I find in like manner, 
even with all their faults and weaknesses, the vignettes to Heyne's Virgil 
to be real art-possessions. 
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woodcut. This modern line engraving is alloyed gold. 
Rich in capacity, astonishing in attainment, it nevertheless 
admits wilful fault, and misses what it ought first to have 
attained. It is therefore, to a certain measure, vile in its 
perfection ; while the older work is noble even in its 
failure, and classic no less in what it deliberately refuses, 
than in what it rationally and rightly prefers and performs. 
125. Here, for instance, I have enlarged the head of one 
of Durer's Madonnas for you out of one of his most care- 
ful plates. ■'^ You think it very ugly. Well, so it is. Don't 
be afraid to think so, nor to say so. Frightfully ugly ; 
vulgar also. It is the head, simply, of a fat Dutch girl, 
with all the pleasantness left out. There is not the least 
doubt about that. Don't let anybody force Albert Durer 
down your throats; nor make you expect pretty things 
from him. Stothard's young girl in the swing, or Sir 
Joshua's Age of Innocence, are in quite angelic spheres of 
another world, compared to this black domain of poor, 
laborious Albert. We are not talking of female beauty, 
so please you, just now, gentlemen, but of engraving. 
And the merit, the classical, indefeasible, immortal merit 
of this head of a Dutch girl with all the beauty left out, is 
in the fact that every line of it, as engraving, is as good 
as can be; — good, not with the mechanical dexterity of a 
watchmaker, but with the intellectual efFort and sensitive- 



* Plate 11th, in the Appendix, taken from the engraving of the 
Virgin sitting in the fenced garden, with two angels crowning her. 
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ness of an artist M'ho knows precisely what can be done, 
and ought to be attempted, with his assigned materials. 
He works easily, fearlessly, flexibly ; the dots are not all 
measured in distance; the lines not all mathematically 
parallel or divergent. He has even missed his mark at 
the mouth in one jplace, and leaves the mistak^e, frankly. 
But there are no petrified mistakes ; nor is the eye so ac- 
customed to the look of the mechanical furrow as to accept 
it for final excellence. The engraving is full of the 
painter's higher power and wider perception ; it is classi- 
cally perfect, because duly subordinate, and presenting 
for your applause only the virtues proper to its own 
sphere. Among these, I must now reiterate, the first of 
all is the decorative arrangement of lines. 

126. You all know what a pretty thing a damask table- 
cloth is, and how a pattern is brought out by threads 
running one way in one space, and across in another. So, 
in lace, a certain delightf ulness is given by the texture of 
meshed lines. 

Similarly, on any surface of metal, the object of the 
engraver is, or ought to be, to cover it with lovely lines^ ' 
forming a lacework, and including a variety of spaces, 
delicious to the eye. 

And this is his business, primarily; before any other 
matter can be thought of, his work must be ornamental. 
You know I told you a sculptor's business is first to cover 
a surface with pleasant bosses, whether they mean anything 
or not ; so an engraver's is to cover it with pleasant lines^ 
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whether they mean anything or not That they should 
mean somethings and a good deal of something, is in- 
deed desirable afterwards ; but first we must be oma^ 
mental. 

127. Now if you will compare Plate IL at the begin- 
ning of this lecture, which is a characteristic example of 
good Florentine engraving, and represents the Planet and 
power of Aphrodite, with the Aphrodite of Bewick in the 
upper division of Plate L, you will at once undei-stand 
the difference between a primarily ornamental, and a 
primarily realistic, style. The first requireihent in the 
Florentine work, is that it shall be a lovely arrangement 
of lines ; a pretty thing upon a page. Bewick has a 
secondary notion of making his vignette a pretty thing 
upon a page. But he is overpowered by his vigorous 
veracity, and bent first on giving you his idea of Venus. 
Quite right, he would have been, mind you, if he had been 
carving a statue of her on Mount Eryx ; but not when he 
was engraving a vignette to ^sop's fables. To engrave 
well is to ornament a surface well, not to create a realistic 
impression. I beg your pardon for my repetitions ; but 
the point at issue is the root of the whole business, and I 
mu9t get it well asserted, and variously. 

Let me pass to a more important example. 

128. Three years ago, in the rough first iarrangement of 
the copies in the Educational Series, I put an outline of 
tlie top of Apollo's sceptre, which, in the catalogue, was 
said to be probably by Baccio Bandini of Florence, for 
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jour first real exercise ; it remains so, the olive being put 
first only for its mythological rank. 

The series of engravings to which the plate from which 
that exercise is copied belongs, are part of a number, ex- 
ecuted chiefly, I think, from early designs of Sandro Bot- 
ticelli, and some in great part by his hand. He and his 
assistant, Baccio, worked together ; and in such harmony, 
that Bandini probably often does what Sandro wants, bet- 
ter than Sandro could have done it himself; and, on the 
other hand, there is no design of Bandini's over which 
Sandro does not seem to have had influence. 

And wishing now to show you three examples of the 
finest work of the old, the renaissance, and the modern 
schools, — of the old, I will take Baccio Bandini's Astro- 
logia, Plate III., opposite. Of the renaissance, Durer's 
Adam and Eve. And of the modern, this head of the 
daughter of Herodias, engraved from Luini by Beau- 
grand, which is as affectionately and sincerely wrought, 
though in the modem manner, as any plate of the old 
schools. 

129. Now observe the progress of the feeling for light 
and shade in the three examples. 

The first is nearly all white paper; you think of the 
outline as the constructive element throughout. 

The second is a vigorous piece of white and hiack 
— ^not of Ugkt and shade^ — ^for all the high lights are 
equally white, whether of flesh, or leaves, or goat's 
hair. 
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The third is complete in chiaroscuro, as far as engrav- 
ing can be. 

Now the dignity and virtue of the plates is in the ex- 
actly inverse ratio of their fulness in chiaroscuro. 

Bandini's is excellent woyk, and of the very highest 
school. Durer's entirely accomplished work, but of an 
inferior school. And Beaugrand's, excellent work, but of 
a vulgar and non-classical school. 

And these relations of the schools are to be determined 
by the quality in the linea; we shall find that in pi-opor- 
tion as the light and shade is neglected, the lines are stud- 
ied ; that those of Bandini are perfect ; of Durer perfect, 
only with a lower perfection ; but of Beaugrand, entirely 
faultful. 

130. I have just explained to you that in modern en- 
graving the lines are cut in clean furrow, widened, it may 
be, by successive cuts ; but, wlietlier it be fine or thick, 
retaining always, when printed, the aspect of a continu- 
ous line drawn with the pen, and entirely black through- 
out its whole course. 

Now wo may increase the delicacy of this line to any 
extent by simply printing it in grey colour instead of black. 
I obtained some very beautiful results of this kind in the 
later volumes of ' Modem Painters,' with Mr. Armytage's 
help, by using subdued purple tints; but, in any case, the 
line thus engraved must be monotonous in its character, 
and cannot be expressive of the finest qualities of form. 

Accordingly, the old Florentine workmen constructed 
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the line itself, in important places, of successive minute 
touches, BO that it became a chain of delicate links which 
could be opened or closed at pleasure.* If you will ex- 
amine through a lens the outline of the face of this 
Astrology, you will find it is traced with an exquisite 
series of minute touches, susceptible of accentuation or 
change absolutely at the engraver's pleasure ; and, in re- 
sult, corresponding to the finest conditions of a pencil line 
drawing by a consummate master. In the fine plates of 
this period, you have thus the united powers of the pen 
and pencil, and both absolutely secure and multipliable. 

131. I am a little proud of having independently dis- 
covered, and had the patience to carry out, this Florentine 
method of execufion for myself, when I was a boy of thir- 
teen. My good drawing-master had given me some copies 
calculated to teach me freedom of hand; the touches 
were rapid and vigorous, — many of them in mechani- 
cally regular zigzags, far beyond any capacity of mine to 
imitate in the bold way in which they were done. But I 
was resolved to have them, somehow ; and actually f ac- 
similied a considerable portion of the drawing in the Flor- 
entine manner, with the finest point I could cut to my 

* The method was first developed in engraving designs on silver— 
nnmbers of lines being executed with dots by the punch, for variety's 
sake. For nieUo, and printing, a transverse cut was substituted for the 
blow. The entire style is connected with the later Eoman and Byzan- 
tine method of drawing lines with the driU hole, in marble. See above, 
Lecture II., Section 70. 
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pencil, taking a quarter of an hoar to forge ont the like- 
ness of one return in the zigzag which my master carried 
down through twenty returns in two seconds ; and so suc- 
cessfully, that he did not detect my artifice till I showed 
it him,— on which he forbade me ever to do the like 
again. And it was only thirty years aftei'wards that I 
found I had been quite right after all, and working like 
Baccio Bandinil But the patience which carried me 
through that early effort, served me well through all the 
thirty years, and enabled me to analyze, and in a measure 
imitate, the method of work employed by every master ; so 
that, whether you believe me or not at first, you will find 
what I tell you of their superiority, or inferiority, to be true. 

132. When lines are studied with tliis degree of care, 
you may be sure the master will leave room enough for 
you to see them and enjoy them, and not use any at ran- 
dom. All the finest engravera, therefore, leave much white 
paper, and use their entire power on the outlines. 

133. Next to them come the men of the Eenaissance 
schools, headed by Durer, who, less careful of the beauty 
and refinement of the line, delight in its vigour, accuracy, 
and complexity. And the essential difference between 
these men and the modems is that these central masters 
cut their line for the most part with a single furrow, giv- 
ing it depth by force of hand or wrist, and retouching, 
not in the furrow itself hut with others beside it* Such 

* Thin most important and distinctiYe character was pointed out to 
me by Mr. Biugess. 
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work can only be done well on copper, and it can display 
all faculty of hand or wrist, precision of eye, and accuracy 
of knowledge, which a human creature can possess. But 
the dotted or hatched line is not used in this central style, 
and the higher conditions of beauty never thought of. 

In the Astrology of Bandini, — and remember that the 
Astrologia of the Florentine meant what we mean by As- 
ti^onomy, and much more, — ^he wishes you first to look at 
the face : the lip half open, faltering in wonder ; the 
amazed, intense, dreaming gaze ; the pure dignity of fore- 
head, undisturbed by terrestrial thought. None of these 
things could be so much as attempted in Durer's method ; 
he can engrave flowing hair, skin of animals, bark of trees, 
wreathings of metal-work, with the free hand ; also, with 
laboured chiaroscuro, or with sturdy line, he can reach ex- 
pressions of sadness, or gloom, or pain, or soldierly strength, 
— but pure beauty, — ^never. 

134. Lastly, you have the Modern school, deepening its 
lines in successive cuts. The instant consequence of the 
introduction of this method is the restriction of curvature ; 
you cannot follow a complex curve again with precision 
through its furrow. If you are a dextrous ploughman, 
you can drive your plough any number of times along the 
simple curve. But you cannot repeat again exactly the 
motions which cut a variable one.* Tou may retouch it, 
energize it, and deepen it in parts, but you cannot cut it 



* This point wiU be further examined and explained in the Appendix. 
6* 
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all througli again equally. And the retouching and ener 
gizing in parts is a living and intellectual process; but 
the cutting all through, equally, a mechanical one. The 
difference is exactly such as that between the dexterity of 
turning out two similar mouldings from a lathe, and carv- 
ing them with the free hand, like a Pisan sculptor. And 
although splendid intellect, and subtlest sensibility, have 
been spent on the production of some modem plates, the 
mechanical element introduced by their manner of exe- 
cution always overpowers both ; nor ean any plate of 
consummate value ever be produced in the modem 
method. 

135. Nevertheless, in landscape, there are two examples 
in your Eeference series, of insuperable skill and extreme 
beauty: Miller's plate, before instanced, of the Grand 
Canal, Venice ; and E. Goodall's of the upper fall of the 
Tees. The men who engraved these plates might have 
been exquisite artists ; but their patience and enthusiasm 
were held captive in the false system of lines, and we lost 
the painters ; while the engravings, wonderful as they are, 
are neither of them worth a Turner etching, scratched in 
ten minutes with the point of an old fork ; and the com- 
mon types of such elaborate engraving are none of them 
worth a single frog, pig, or puppy, out of the corner of a 
Bewick vignette. 

136. And now, I think, you cannot fail to understand 
clearly what you are to look for in engraving, as a separate 
art from that of painting. Turn back to the ' Astrologia ' 



ABIADNE FLOEENTINA. 107 

as a perfect type of the purest school. She is gazing at 
stars, and crowned with them. But the stars are hlack 
instead of shining I You cannot have a more decisive and 
absolute proof that you must not look in engraving for 
chiaroscuro. 

Nevertheless, her body is half in shade, and her left 
foot ; and she casts a shadow, and there is a bar of shade 
behind her. 

All these are merely so much acceptance of shade as 
may relieve the forms, and give value to the linear por- 
tions. The face, though turned from the light, is shadow- 
less. 

Again. Every lock of the hair is designed and set in 
its place with the subtlest care, but there is no lustre at- 
tempted, — no texture, — ^no mystery. The plumes of the 
wings are set studiously in their places, — they, also, lustre- 
less. That even their filaments are not drawn, and that 
the bi*oad curve embracing them ignores the anatomy of 
a bird's wing, are conditions of design, not execution. Of 
these in a future lecture.* 

137. The ^ Poesia,' Plate IV., opposite, is a still more 
severe, though not so generic, an example ; its decorative 
foreground reducing it almost to the rank of goldsmith's 
ornamentation. I need scarcely point out to you that the 
flowing water shows neither lustre nor reflection ; but 
notice that the observer's attention is supposed to be so 

* See Appendix, Article I. 
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close to every dark touch of the graver that he will seo 
the minute dark spots which indicate the sprinkled shower 
falling from the vase into tlie pool. 

138. This habit of strict and calna attention, constant in 
the artist, and expected in tlie observer, makes all the dif- 
ference between the art of Intellect, and of mere sensa- 
tion. For every detail of this plate has a meaning, if you 
care to understand it. This is Poetry, sitting by the foun- 
tain of Castalia, which flows first out of a formal urn, to 
show that it is not artless ; but the rocks of Parnassus are 
behind, and on the top of them — only one tree, like a 
mushroom with a thick stalk. You at firet are inclined to 
say, How very absurd, to put only one tree on Parnassus I 
but this one tree is the Immortal Plane Tree, planted by 
Agamemnon, and at once connects our Poesia with th€^ 
Iliad. Then, this is the hem of the robe of Poetry, — thi^ 
is the divine vegetation which springs up under her feet, 
• — this is the heaven and earth united by her power, — this 
is the fountain of Castalia flowing out afresh among the: 
grass, — and these are the drops with which, out of a 
pitcher. Poetry is nourishing the fountain of Castalia. 

All which you may find out if you happen to know any-: 
thing about Castalia, or about poetry ; and pleasantly think 
more upon, for yourself. But the poor dunces, Sandro 
and Baccio, feeling themselves but 'gofli nelP arte,' have 
no hope of telling you all this, except suggestively. They 
can't engrave grass of Parnassiis, nor sweet springs so as 
to look like water ; but they can make a pretty damasked 
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Burface with ornamental leaves, and flowing lines, and so 
leave you something to think of — ^if you will. 

139. ' But a great many people won't, and a great many 
more can't ; and surely the finished engravings are 
much more delightful; and the only means we have of 
giving any idea of finished pictures, out of our reach.' 

Tes, all that is true ; and when we examine the effects, 
of line engraving upon taste in recent art, we will discuss 
these matters; for the present, let us be content with 
knowing what the best work is, and why it is so. AK 
though, however, I do not now press further my cavils at 
the triumph of modem line engraving, I must assign to 
yon, in few words, the reason of its recent decline. En-, 
gravers complain that photography and cheap woodcutr 
ting have ended their finer craft. JSTo complaint can be 
less grounded. They themselves destroyed their owu 
craft, by vulgarizing it. Content in their beautiful me- 
chanism, they ceased to learn, and to feel, as artists ; they 
put themselves under the order of publishers and print-: 
sellei's ; they worked indiscriminately from whatever was 
put into their hands, — from Bartlett as willingly as from 
Turner, and from Mulready as carefully as from Raphael, 
They filled the windows of printsellers, the pages of gift 
books, with elaborate rubbish, and piteous abortions of 
delicate industry. They worked cheap, and cheaper, — 
smoothly, and more smoothly, — they got armies of assist- 
ants, and surrounded themselves with schools of nkcchan- 
ical tricksters, learning their stale tricks with blundering 
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avidity. They had fallen — before the days of photography 
— into providers of frontispieces for housekeepers' pocket- 
books. I do not know if photography itself, their 
redoubted enemy, ha& even now ousted them from that 
last refuge. 

140. Such the fault of the engraver, — very pardonable ; 
scarcely avoidable, — ^however fatal. Fault mainly of 
humility. But what has your fault been, gentlemen? 
what the patrons' fault, who have permitted so wide waste 
of admirable labour, so pathetic a uselessness of obedient 
genius ? It was yours to have directed, yours to have 
raised and rejoiced in, the skill, the modesty, the patience 
of this entirely gentle and industrious race ; — copyists with 
their heart. The common painter-copyists who encumber 
our European galleries with their easels and pots, are, 
almost without exception, persons too stupid to be painters, 
and too lazy to be engravers. The real copyists — the men 
who can put their soul into another's work — are employed 
at home, in their narrow rooms, striving to make their 
good work profitable to all men. And in their submis- 
sion to the public taste they are truly national servants as 
much as Prime Ministers are. They fulfil the demand 
of the nation ; what, as a people, you wish to have for pos- 
session in art, these men are ready to give you. 

And what have you hitherto asked of them ? — Ramsgate 
Sands, and Dolly Vardens, and the Paddington Station, — 
these, I think, are typical of your chief demands ; the car- 
toons of Raphael — which you don't care to see themselves ; 
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and, by way of a flight into the empyrean, the Madonna di 
San Sisto. And, literally, there are hundreds of cities and 
villages in Italy in which roof and wall are blazoned with 
the noblest divinity and philosophy ever imagined by 
men ; and of all this treasure, I can, as far as I know, give 
you not one example, in line engraving, by an English 
hand! 

"Well, yon are in the main matter right in this. You 
want essentially Bamsgate Sands and the Paddington 
Station, because there you can see yourselves. 

Make yourselves, then, worthy to be seen for ever, and 
let English engraving become noble as the record of Eng- 
lish loveliness and honour. 



LECTUEE Y. 

BE6IGN IN THE GERMAN SCHOOLS OF ENQRAVINGi 

141. By reference to the close of the preface to ' Eagle's 
Nest,' you will see, gentlemen, that I meant these lectures, 
from the first, rather to lead you to the study of the char- 
acters of two great men, than to interest you in the pro- 
cesses of a secondary form of art. As I draw my mate- 
rials into the limited form necessary for the hour, I find 
my divided purpose doubly failing ; and would fain rather 
use my time to-day in supplying the defects of my last 
lecture, than in opening the greater subject, which I must 
treat with still more lamentable inadequacy. Neverthe- 
less, you must not think it is for want of time that I omit 
reference to other celebrated engravers, and insist on the 
special power of these two only. Many not inconsiderable 
reputations are founded merely on the curiosity of collec- 
tors of prints, or on partial skill in the management of pro- 
cesses ; others, though resting on more secure bases, are 
still of no importance to you in the general history of art ; 
whereas you will find the work of Holbein and Botticelli 
determining for you, without need of any farther range, 
the principal questions of moment in the relation of the 
Northern and Southern schools of design. Nay, a wider 
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method of inquiry would only render your comparison less 
accurate in result. It is only in Holbein's majestic range 
of capacity, and only in the particular phase of Teutonic 
life which his art adorned, that the problem can be dealt 
with on fair terms. "We Northerns can advance no fairly 
comparable antagonist to the artists of the South, except at 
that one moment, and in that one man. Kubens cannot for 
an instant be matched with Tintoret, nor Memling with 
Lippi ; while Reynolds only rivals Titian in what he 
learned from him. But in Holbein and Botticelli we have 
two men trained independently, equal in power of intel- 
lect, similar in material and mode of work, contemporary 
in age, correspondent in disposition. The relation between 
them is strictly typical of the constant aspects to each 
other of the Northern and Southern schools. 

142. Their point of closest contact is in the art of en- 
graving, and this art is developed entirely as the servant 
gf the great passions which perturbed or polluted Europe 
in the fifteenth century. The impulses which it obeys 
are all new ; and it obeys them with its own nascent plas- 
ticity of temper. Painting and sculpture are only modi- 
fied by them ; but engraving is educated. 

These passions are in the main three ; namely, 

1. The thirst for classical literature, and the forms of 
proud and false tastes which arose out of it, in the 
position it had assumed as the enemy of Chris- 
tianity. 
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2. The pride of science, enforcing (in the particular 

domain of Art) accuracy of perspective, shade, and 
anatomy, never before dreamed of. 

3. The sense of error and iniquity in the theological 

teaching of the Christian Church, felt by the high- 
est intellects of the time, and necessarily rendering 
the formerly submissive religious art impossible. 

To-day, then, our task is to examine the peculiar char- 
acters of the Design of the Northern Schools of Engrav 
ing, as affected by these great influences. 

143. I have not often, however, used the word * design,' 
and must clearly define the sense in which I now use it. 
It is vaguely used in common art-parlance ; often as if it 
meant merely the drawing of a picture, as distinct from 
its color ; and in other still more inaccm*ate ways. The 
accurate and proper sense, underlying all these, I must 
endeavour to make clear to you. 

' Design ' properly signifies that power in any art-work 
which has a purpose other than of imitation, and which 
is ' designed,' composed, or separated to that end. It im- 
plies the rejection of some things, and the insistance upon 
others, with a given object.* 

* If you paint a bottle only to amuse the spectator by showing him 
how like a painting may be to a bottle, you cannot be considered, in 
art-phUosophy, as a designer. But if you paint the oork flying out of 
the bottle, and the contents arriving in an arch at the mouth of a re- 
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Let us take progressive instances. Here is a group of 
prettily dressed peasant children, charmingly painted by 
a very able modern artist — not absolutely without design, 
for he really wishes to show you how pretty peasant 
children can be, (and, in so far, is wiser and kinder than 
Murillo, who likes to show how ugly they can be) ; also, 
his group is agreeably arranged, and its component chil- 
dren carefully chosen. Nevertheless, any summer's day, 
near any country village, you may come upon twenty 
groups in an hour as pretty as this ; and may see — ^if you 
have eyes— children in them twenty times prettier than 
these. A photograph, if it could render them perfectly, 
and in colour, would far excel the charm of this painting ; 
for in it, good and clever as it is, there is nothing super- 
natural^ and much that is sub-natural. 

144. Beside this group of, in every sense of the word, 
* artless ' little country girls, I will now set one — ^in the best 

cipient glass, yoa are so far forth a designer or signer ; probably mean- 
ing to express certain ultimate facts respecting, say, the hospitable dis- 
position of the landlord of the house ; but at all events representing the 
bottle and glass in a designed, and not merely natural, manner. Not 
merely natural — nay, in some sense non-natural, or supernatural. And 
aU great artists show both this fantastic condition of mind in their 
work, and show that it has arisen out of a communicatlYe or didactio 
purpose. They are the Sign-painters of God. 

I have added this note to the lecture in copying my memoranda of 
it here at Assisi, June 9th, being about to begin work in the Tavern, 
or Tabemaculum, of the Lower Church, with its variously significant 
four great ' signs.' 



116 ABIABNE FLOKSamNA. 

Bense of the word — ^ artful ' littlo conntry girl, — a sketch 
by Gainsborough. 

You never saw her like before. Never will again, now 
that Gainsborough is dead. No photography, — ^no science, 
— no industry, will touch or reach for an instant this swper^ 
naturalness. You will look vainly through the snmmer 
fields for such a child. " Nor up the lawn, nor by the 
wood," is she. Whence do you think this marvellous 
charm has come 2 Alas I if we knew, would not we all 
be Gainsboroughs ? This only you may practically ascer- 
tain, as surely as that a flower will die if you cut its root 
away, that you cannot alter a single touch in Gains- 
borough's work without injury to the whole. Half a dozen 
spots, more or less, in the printed gowns of these other 
children whom I first showed you, will not make the small- 
est difference to them ; nor a lock or two more or less in 
their hair, nor a dimple or two more or less in their cheeks. 
But if you alter one wave of the hair of Gainsborough's 
girl, the child is gone. Yet the art is so subtle, that I do 
not expect you to believe this. It looks so instinctive, so 
easy, so ' chanceux,' — the French word is better than ours. 
Yes, and in their more accurate sense, also, ^11 a de la 
chance.' A stronger Designer than he was with him. 
He could not tell you himself how the thing was done. 

145. I proceed to take a more definite instance — this 
Greek head of the Lacinian Juno. The design or appoint- 
ing of the forms now entirely prevails over the resem- 
blance to Nature. No real hair could ever be drifted into 
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these wild lines, which mean the wrath of the Adriatic 
winds round the Cape of Storms. 

And yet, whether this be uglier or prettier than Gains- 
borough's child — (and you know already what I think 
about it, that no Greek goddess was ever half so pretty as 
an English girl, of pure clay and temper,) — uglier or pret- 
tier, it is more dignified and impressive. It at least 
belongs to the domain of a lordlier, more majestic, more 
guiding, and ordaining art. 

146. I will go back another five hundred years, and 
place an Egyptian beside the Greek divinity. The re- 
semblance to Nature is now all but lost, the ruling law 
has become all. The lines are reduced to an easily counted 
number, and their arrangement is little more than a 
decorative sequence of pleasant curves cut in porphyry, — 
in the upper part of their contour following tlie outline of 
a woman's face in profile, over-crested by that of a hawk, 
on a kind of pedestal. But that the sign-engraver meant 
by his hawk. Immortality, and by ^er pedestal, the House 
or Tavern of Truth, is of little importance now to the 
passing traveller, not yet preparing to take the sarcopha- 
gus for his place of rest. 

147. How many questions are suggested to us by these 
transitions! Is beauty contrary to law, and grace attain- 
able only through license % What we gain in language, 
shall we lose in thought? and in what we add of labour^ 
more and more forget its ends? 

Not so. 
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Look at this piece of Sandro'e work, the Libyan Sibyl.* 

It is as ordered and normal as the Egyptian's; — ^as 
graceful and facile as Gainsborough's. It retains the 
majesty of old religion ; it is invested with the joy of 
newly-awakened childhood. 

Mind, I do not expect you — do not wish you — ^to enjoy 
Botticelli's dark engraving as much as Gainsborough's 
aerial sketch ; for due comparison of the men, painting 
should be put beside painting. But there is enough even 
in this copy of the Florentine plate to show you the junc- 
tion of the two powers in it — of prophecy, and de- 
light. 

148. Will these two powers, do you suppose, be united 
in the same manner in the contemporary Northern art ? 
That Northern school is my subject to day ; and yet I give 
you, as type of the intermediate condition between Egypt 
and England — not Holbein, but Botticelli. I am obliged 
to do this ; because in the Southern art, the religious tem- 
per remains unconquered by the doctrines of the Refor- 
mation. Botticelli was — ^what Luther wished to be, but 
could not be — a reformer still believing in the Church : 
his mind is at peace ; and his art, therefore, can pursue 
the delight of beauty, and yet remain prophetic. But it 
was far otherwise in Germany. There the Eefonnation 
of manners became the destruction of faith ; and art there- 
fore, not a prophecy, but a protest. It is the chief work 



* Plate X., Lecture YI. 
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of the greatest Protestant who ever lived,* which I ask you 
to study with me to-day. 

149. I said that the power of engraving had developed 
itself during the introduction of three new — (practically 
and vitally new, that is to say)^-element8, into the minds 
of men : elements which briefly may be expressed thus : 

1. Classicism, and Literary Science. 

2. Medicine, and Physical Science.f 

3. Reformation, and Religious Science. 

And first of Classicism. 

You feel, do not you, in this typical work of Gainsbor- 
ough's, that his subject as well as his picture is ' artless ' in 
a lovely sense ; — nay, not only artless, but ignorant, and 
unscientific, in a beautiful way ? You would be after- 
wards remorseful, I think, and angry with yourself — see- 
ing the effect produced on her face — if you were to ask 
this little lady to spell a very long word ? Also, if you 

* I do not mean the greatest teacher of reformed faith ; bat the 
greatest protestant against faith unreformed. 

f It has become the permitted fashion among modem mathemati- 
cians, chemists, and apothecaries, to caU themselves ' scientific men,* as 
opposed to theologians, poets, and artists. They know their sphere to 
be a separate one ; but their ridicnlous notion of its being a peculiarly 
scientific one ought not to be aUowed in our Universities. There is a 
science of Morals, a science of History, a science of Grammar, a science 
of Music, and a science of Painting ; and aU these are quite beyond 
comparison higher fields for human Intellect, and require accuracies of 
intenser observation, than either chemistry, electricity, or geology. 
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wished to know how many times the Revens go in forty- 
nine, you would perhaps wisely address yourself else- 
where. On the other hand, you do not doubt that this 
lady* knows very well how many times the sevens go in 
forty-nine, and is more Mistress of Arts than any of us 
are Masters of them. 

150. You have then, in the one case, a beautiful sim- 
plicity, and a blameless ignorance ; in the other, a beauti- 
ful artfulness, and a wisdom which you do not dread, — 
or, at least, even though dreading, love. But you know 
also that we may remain in a hateful and culpable igno- 
rance ; and, as I fear too many of us in competitive effort 
feel, become possessed of a hateful knowledge. 

Ignorance, therefore, is not evil absolutely ; but, inno- 
cent, may be loveable. 

Knowledge also is not good absolutely ; but, guilty, may 
be hateful. 

So, therefore, when I now repeat my former statement, 
that the first main opposition between the Northern and 
Southern schools is in the simplicity of the one, and the 
scholarship of the other, that statement may imply some- 
times the superiority of the North, and sometimes of the 
South. Tou may have a lieavenly simplicity opposed to a 
hellish (that is to say, a lustful and arrogant) scholarship ; 
or you may have a barbarous and presumptuous ignorance 
opposed to a divine and disciplined wisdom. Ignorance 



• The OunuBan Sibyl, Plate VII , Lecture VL 
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oppoeed to learning in both caeee ; but evil to good, as the 
case mav be. 

151. For instance : the last time I was standing before 
Eaphaers arabesques in the Loggias of the Yatican, I 
wrote down in my pocket-book the description, or, more 
modestly speaking, the inventory, of the small portion of 
that infinite wilderness of sensual fantasy which happened 
to be opposite me. It consisted of a woman's face, with 
serpents for hair, and a virgin's breasts, with stumps for 
iirms, ending in blue butterflies' wings, the whole chang- 
ing at the waist into a goat's body, which ended below in 
an obelisk upside-down, to the apex at the bottom of which 
Were appended, by graceful chains, an altar, and two 
bunches of grapes. 

Now you know in a moment, by a glance at this * design' 
•—beautifully struck with free hand, and richly gradated 
in colour, — that the master was familiar with a vast range 
of art and literature : that he knew all about Egyptian 
sphinxes, and Greek Gorgons ; about Egyptian obelisks, and 
Hebrew altars ; aboi^t Hermes, and Venus, and Bacchus, 
and satyrs, and goats, and grapes. 

You know also — or ought to know, in an instant, — ^that 
all this learning has done him no good ; that he had better 
have known nothing than any of these things, since they , 
Were to be used by him only to such purpose; and that 
his delight in armless breasts, legless trunks, and obelisks 
upside-down, has been thitf' last effort of his expiring sensa- 
tion, in the grasp of corrupt and altogether victorious 
6 
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Death. And you have thus, in Gainsborough as compared 
with Haphael, a sweet, sacred, and living simplicity, set 
against an impure, pi-of ane, and paralyzed knowledge. 

152. But, next, let us consider the reverse conditions. 

Let us take instance of contrast between faultful and 
treacherous ignorance, and divinely pure and fruitful 
knowledge. 

In the place of honour at the end of one of the rooms 
of your Eoyal Academy — ^years ago— stood a picture by 
an English Acadenlician, annoanced as a representation 
of Moses sustained by Aaron and Hur, during the discom- 
fiture of Amalek. In the entire range of the Pentateuch, 
there is no other scene (in which the visible agents are 
mortal only) requiring so much knowledge and thought to 
reach even a distant approximation to the probabilities of 
the fact. One saw in a moment that the painter was both 
powerful and simple, after a sort; that he had really 
sought for a vital conception, and had originally and 
earnestly read his text, and formed his conception. And 
one saw also in a moment that he had chanced upon this 
subject, in reading or hearing his Bible, as he might have 
chanced on a dramatic scene accidentally in the street. 
That he knew nothing of the character of Moses, — noth- 
ing of his law, — ^nothing of the character of Aaron, nor of 
the nature of a priesthood, — nothing of the meaning of the 
event which he was* endeavouring to represent, of the tem- 
per in which it would have been transacted by its agents, 
or of its relations to modern life. 
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153. On the contrary, in the fresco of the earlier Bcenea 
in the life of Moses, by Sandro Botticelli, yon know — not 
' in a moment,' for the knowledge of knowledge cannot be 
so obtained; but in proportion to the discretion of your 
own reading, and to the care you give to the picture, you 
Tnay know, — that here is a sacredly guided and guarded 
learning ; here a Master indeed, at whose feet you may sit 
safely, who can teach you, better than in words, the signifi- 
cance of both Moses' law and Aaron's ministry ; and not 
only these, but, if he chose, could add to this an exposition 
as complete of the highest philosophies both of the Greek 
nation, and of his own ; and could as easily have painted, 
had it been asked of him, Draco, or Numa, or Justinian, 
as the herdsman of Jethro. 

154. It is rarely that we can point to an opposition be- 
tween f aultful, because insolent, ignorance, -and virtuous, 
because gracious, knowledge,'So dii'ect, and in so parallel 
elements, as in this instance. In general, the analysis is 
much more complex. It is intensely difficult to indicate 
the mischief of involuntary and modest ignorance, calam- 
itous only in a measure ; fruitful in its lower field, yet 
sorrowfully condemned to that lower field — not by sin, 
but fate. 

When first I introduced you to Bewick, we closed our 
too partial estimate of his entirely magnificent powers 
with one sorrowful concession — he could draw a pig, but 
not a Venus. 

Eminently he could so, because — which is still more 
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sorrowfully to be conceded — he liked the pig best. I have 
put now in your educational series a whole galaxy of pigs 
by him ; but, hunting all the fables through, I find only 
one Venus, and I think you will all admit that she is an 
unsatisfactory Venus.* There is honest simplicity here ; 
but you regret it; you miss something that you find in 
Holbein, much more in Botticelli. You see in a moment 
that this man knows nothing of Sphinxes, or Muses, or 
Graces, or Aphrodites ; and, besides, that, knowing nothing, 
he would have no liking for them even if he saw them ; 
but much prefei-s the style of a well-to-do English house- 
keeper with corkscrew curls, and a portly person. 

155. You miss something, I said, in Bewick which you 
find in Holbein. But do you suppose Holbein himself, or 
any other Northern painter, could wholly quit himself of 
the like accusations ? I told you, in the second of these 
lectures, that the Northern temper, refined from savage- 
ness, and the Southern, redeemed from decay, met, in 
Florence. Holbein and Botticelli are the purest types of 
the two races. Holbein is a civilized boor ; Botticelli a 
reanimate Greek. Holbein was polished by companion- 
ship with scholars and kings, but remains always a burgher 
of Augsburg in essential nature. Bewick and he are alike 
in temper ; only the one is untaught, the other perfectly 
taught. But Botticelli needs no teaching. He is, by his 
birth, scholar and gentleman to the heart's core. Chris- 
I '   " . . .. — 1 1 I 111 1 1 11 

♦Lecture III., p. 87. 
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tianity itself can only inspire him, not refine him. He is 
as tried gold chased by the jeweller, — ^the roughest part 
of him is the outside. 

l!fow how differently must the newly recovered scholas- 
tic leaming tell upon these two men. It is all out of 
Holbein's way ; foreign to his nature, useless* at the best, 
probably cumbrous. But Botticelli receives it as a child 
in later years recovers the forgotten deamess of a nurseiy 
tale; and is more himself, and again and again himself, 
as he breathes the air of Greece, and hears, in his own 
Italy, the lost voice of the Sibyl murmur again by the 
Avemus Lake. 

166. It is not, as we have seen, every one of the Southern 
race who can thus receive it. But it g^ces them all ; is 
at once a part of their being ; destroys them, if it is to 
destroy, the more utt/Crly because it so enters into their 
natures. It destroys Raphael ; but it graces him, and is a 
part of him. It all but destroys Mantegna ; but it graced 
him. And it does not hurt Holbein, just because it does 
Tiot grace him — never is for an instant a part of him. It 
is with Raphael as with some charming young girl who 
has a new and beautifully made dress brought to her, 
which entirely becomes her, — so muclj, that in a little 
while, thinking of nothing else, she becomes it ; and is 
only the decoration of her dress. But with Holbein it is 
as if you brought the same dress to a stout farmer's 
daughter who was going to dine at the Hall ; and begged 
her to put it on that she might not discredit the company. 
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She puts it on to please you ; looks entirely ridiculous in 
it, but is not spoiled by it, — remains herself, in spite of it. 

167. You probably have never noticed the extreme 
awkwardness of Holbein in wearing this new dress ; you 
would the less do so because his own people think him all 
the finer for it, as the farmer's wife would probably think 
her daughter. Dr. Woltmann, for instance, is enthusias- 
tic in praise of the splendid architecture in the background 
of his Annunciation. A fine mess it must have made in 
the minds of simple German maidens, in their notion of 
the Virgin at home 1 I cannot show you this Annuncia- 
tion ; but I have under my hsuA one of Holbein's Bible 
cuts, of the deepest seriousness and import — ^his illustra- 
tion of the Canticles, showing the Church as the bride of 
Christ. 

You could not find a subject requiring more tenderness, 
purity, or dignity of treatment. In this maid, symboliz- 
ing the Church, you ask for the most passionate humility, 
the most angelic beauty : " Behold, thou art fair, my 
dove." Now here is Holbein's ideal of that fairness ; here 
is his " Church as the Bride." 

I am sorry to associate this figure in your minds, even 
for a moment, with the passages it is supposed to illustrate ; 
but the lesson is too important to be omitted. Kemember, 
Holbein represents the temper of Northern Reformation. 
He has all the nobleness of that temper, but also all its 
baseness. He represents, indeed, the revolt of German 
truth against Italian lies ; but he represents also the revolt 
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of German animalism against Hebrew imagination. This 
figui-e of Holbein's is half-way from Solomon's mystic 
bride, to Eembi-andt'e wife, sitting ou his knee while he 
drinks. 



But the key of the qaestion is not in this. Florentine 
animalism has at this time, also, enough to say for itself. 
But Florentine animalism, at this time, feels the joy of a 
gentleman, not of a chnrl. And a Florentine. whateTei 
he does, — be it virtnoua or sinful, chaste or lascivious, 
severe or extravagant, — does it with a grace, 

158. Tou think, perhaps, that Holbein's Solomon's 
bride is so ungraceful chiefly because she is overdressed, 
and has too many feathers and jewels. No ; a Florentine 
■would have put any quantity of feathers and jewels on her, 
and yet never lost her grace. Yon shall see him do it, and 
that to a fantastic degree, for I have an example under 
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my hand. Look back, first, to Bewick's Venus (Lect.. 
III., p. 87 ). You can't accuse her of being overdressed. 
She complies with every received modem principle of 
taste. Sir Joshua's precept that drapery should be. " dr^r 
pery, and nothing more," is observed more strictly even by 
Bewick than by Michael Angelo. If the absence of dec- 
oration could exalt the beauty of his Venus, here had been 
her perfection. 

Now look back to Plate II. (Lect. IV:), by Sandro ; 
Venus in her planet, the ruling star of Florence. Any- 
thing more grotesque in conception, more unrestrained in 
fancy of ornament, you cannot find, even in the final days 
of the Kenaissance. Yet Venus holds her divinity through 
all; she will become majestic to you as you gaze; and 
there is not a line of her chariot wheels, of her buskins, or 
of her throne, which you may not see was engraved by a 
gentleman. 

159. Again, Plate V., opposite, is a facsimile of another 
engraving of the same series — the Sun in Leo. It is even 
more extravagant in accessories than the Venus. You see 
the Sun's epaulettes before you see the sun ; the spiral 
scrolls of his chariot, and the black twisted rays of it, 
might, so far as types of form only are considered, be a 
design for some modern court-dress star, to be made in 
diamonds. And yet all this wild ornamentation is, if you 
will examine it, more purely Greek in spirit than the 
Apollo Belvidere. 

You know I have told you, again and again, that the- 



ABIADNE FLOBENTINA. 129 

Boul of Greece is her veracity ; that what to other nations 
were fables and symbolisms, to her became living facts — 
living gods. The fall of Greece was instant when her 
gods again became fables. The Apollo Belvidere is the 
work of a sculptor to whom ApoUonism is merely an ele- 
gant idea on which to exhibit his own skill. He does not 
himself feel for an instant that the handsome man in the 
unintelligible attitude,* with drapery hung over his left 
arm, as it would be hung to dry over a clothes-line, is the 
Power of the Sun. But the Florentine believes in Apollo 
with his whole mind, and is trying to explain his strength 
in every touch. 

Fob instance ; I said just now, " You see the sun's epau^ 
lettes before the sun." Well, dorlt you, usually, as it 
3-ises ? Do you not continually mistake a luminous cloud 
for it, or wonder where it is, behind one \ Again, the 
face of the Apollo Belvidere is agitated by anxiety, pas- 
sion, and pride. Is the sun's likely to be so, rising on the 
evil and the good \ This Prince sits crowned and calm : 
look at the quiet fingers of the hand holding the sceptre, 
— at the restraint of the reins merely by a depression of 
the wrist. 

- * I read somewhere, lately, a new and very ingenions theory about 

the attitude of the Apollo Belvidere, proving, to the author's satisfaction^ 

that the received notion about watching the arrow was all a mistake. 

The paper proved, at all events, one thing — namely, the statement in 

the text. For an attitude which has been always hitherto taken to mean 

o^e thing, and is plausibly asserted now to mean another, must be in 

itself unintelligible. 

6* * 
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160. You have to look carefully for those fingers hold- 
ing the sceptre, because the hand — which a great anatomist 
would have made so exclusively interesting — is here con- 
fused with the ornamentation of the arm of the chariot 
on which it rests. But look what the ornamentation is ; — 
fruit and leaves, abundant, in the mouth of a cornucopia. 
A quite vulgar and meaningless ornament in ordinary re- 
naissance work. Is it so here, think you ? Are not the 
leaves and fruits of earth in the Sun's hand ? * 

You thought, perhaps, when I spoke just now of the 
action of the right hand, that less than a depression of the 
wrist would stop horses such as those. You fancy Botti- 
celli drew them so, because he had never seen a horse ; or 
because, able to draw fingers, he could not draw hoofs I 
How fine it would be to have, instead, a prancing four-in- 
hand, in the style of Piccadilly on the Derby-day, or at 
least horses like the real Greek horses of the Parthenon ! 

Yes ; and if they had had real groimd to trot on, the 
Florentine would have shown you he knew how they 
should trot. But these have to make their way up the hill- 
side of other lands. Look to the example in your standard 
series, Hermes Eriophoros. You will find his motion 
among clouds represented precisely in this labouring, fail- 
ing, half -kneeling attitude of limb. These forms, toiling 
up through the rippled sands of heaven, are — not horaes ; 



* It may be asked, why not com also ? Beoanse that belongs to CereSy 
who is equally one of the great gods. 
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— they are clouds themselves, like horses, but only a little 
like. Look how their hoofs lose themselves, buried in the 
ripples of cloud ; it makes one think of the quicksands of 
Morecambe Bay. 

And their tails — what extraordinary tufts of tails, end 
ing in points ! Yes ; but do you not see, nearly joining 
with them, what is not a horse tail at all ; but a flame of 
fire, kindled at Apollo's knee ? All the rest of the radi- 
ance about him sliootsj^rom him. But this is rendered up 
to him. As the fruits of the earth are in one of his 
hands, its fire is in the other. And all the warmth, as well 
as all the light of it, are his. 

We had a little natural philosophy, gentlemen, as well 
as theology, in Florence, once upon a time. 

161. Natural philosophy, and also natural art, for in this 
the Greek reanimate was a nobler creature than the Greek 
who had died. His art had a wider force and warmer 
glow. I have told you that the first Greeks were distin- 
guished from the barbarians by their simple humanity ; 
the second Greeks — ^these Florentine Greeks reanimate — 
are human more strongly, more deeply, leaping from the 
Byzantine death at the call of Christ, " Loose him, and let 
him go." And there is upon them at once the joy of res- 
urrection, and the solemnity of the grave. 

162. Of this resurrection of the Greek, and the form of 
the tomb he had been buried in " those four days," I have 
to give you some account in the last lecture. I will only 
to-day show you an illustration of it which brings us back 
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to our immediate question as to the reasons why Northern 
art could not accept classicism. When, in the closing lec- 
ture of Aratra Pentelici, I compared Florentine with 
Greek work, it was to point out to you the eager passions 
of the first as opposed to the formal legalism and propri- 
eties of the other. Greek work, I told you, while truth- 
ful, was also restrained, and never but under majesty of 
law ; while Gothic work was true, in the perfect law of 
Liberty or Franchise. And now I give you in facsimile 
(Plate VI.) the two Aphrodites thus compared — the Aph- 
rodite Thalassia of the Tyrrhene seas, and the Aphrodite 
Urania of the Greek skies. You may not at first like the 
Tuscan best ; and why she is the best, though both are 
noble, again I must defer explaining to next lecture. But 
now turn back to Bewick's Yenus, and compare her with 
the Tuscan Yenus of the Stars, (Plate II.) ; and then here, 
in Plate YI., with the Tuscan Yeuws of the Seas, and the 
Greek Yenus of the Sky. Why is the English one vulgar? 
What is it, in the thi-ee others, which makes them, if not 
beautiful, at least refined ? — every one of them * designed ' 
and drawn, indisputably, by a gentleman ? 

I never have been so puzzled by any subject of analysis 
as, for these ten years, I have been by this. Every answer 
1 give, however plausible it seems at first, fails in some 
way, or in some cases. But there is the point for you, 
more definitely put, I think, than in any of my former 
bocks ; — at present, for want of time, I must leave it to 
your own thoughts. 
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163. II. The second influence under which engraving 
developed itself, I said, was that of medicine and the phys- 
ical sciences. Gentlemen, the most audacious, and the 
most valuable, statement which I have yet made to you on 
the subject of practical art, in these rooms, is that of the 
evil resulting from the study of anatomy. It is a statement 
so audacious, that not only for some time I dared not make 
it to you, but for ten years, at least, I dared not make it to 
myself. I saw, indeed, that whoever studied anatomy was 
in a measure injured by it; but I kept attributing tlie 
mischief to secondary causes. It cari!t be this drink itself 
that poisons them, I said always. This drink is medicinal 
and strengthening : I see that it kills them, but it must be 
because they drink it cold when they have been hot, or 
they take something else with it that changes it into 
poison. The drink itself irvust be good. Well, gentlemen, 
I found out the drink itself to be poison at last, by the 
breaking of my choicest Venice glass. I could not make 
out what it was that had killed Tiutoret, and laid it long 
to the charge of chiaroscuro. It was only after my thor- 
ough study of his Paradise, in 1870, that I gave up this 
idea, finding the chiaroscuro, which I had thought exag- 
gerated was, in all original and undarkened passages, 
beautiful and most precious. And then at last I got hold 
of the true clue : " II disegno di Michel Agnolo." And 
the moment I had dared to accuse that, it explained every- 
thing ; and I saw that the betraying demons of Italian art, 
led on by Michael Angelo, had been, not pleasure, but 
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knowledge; not indolence, but ambition; and not love, 
but horror. 

164. But when first I ventured to tell you this, I did not 
know, myself, the fact of all most conclusive for its con- 
firmation. It will take me a little while to put it before 
you in it« total force, and I must first ask your attention 
to a minor point. In one of the smaller rooms of the 
Munich Gallery is Holbein's painting of St. Margaret and 
St. Elizabeth of Hungary, — standard of his early religious 
work. Here is a photograph from the St. Elizabeth ; and, 
^f'-'u / i^ in the same frame, a French lithograph of it. I consider 
f^^^yf /i\-n* it one of the most important pieces of comparison I have 
" arranged for you, showing you at a glance the difference 
between true and false sentiment. Of that difference, 
generally, we cannot speak to-day, but one special result 
of it you are to observe; — the omission, in the Frenoh 
drawing, of Holbein's daring representation of disease, 
which is one of the vital honours of the picture. Quite 
one of the chief strengths of St. Elizabeth, in the Roman 
Catholic view, was in the courage of her dealing with dis- 
ease, chiefly leprosy. Now observe, I say Roman Catholic 
view, very earnestly just now ; I am not at all sure that it 
is so in a Catholic view — ^that is to say, in an eternally 
Christian and Divine view. And this doubt, very nearly 
now a certainty, only came clearly into my mind the other 
day after many and many a year's meditation on it. I had 
read with great reverence all the beautiful stories about 
Christ's appearing as a leper, and the like ; and had often 
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pitied and rebuked myself alternately for my intense dis- 
like and horror of disease. I am writing at this moment 
within fifty yards of the grave of St. Francis, and the 
story of the likeness of his feelings to mine had a little 
comforted me, and the tradition of his conquest of them 
again humiliated me ; and I was thinking very gravely of 
this, and of the parallel instance of Bishop Hugo of Lin- 
coln, always desiring to do service to the dead, as opposed 
to my own unmitigated and Louis-Quinze-like horror of 
funerals ; — when by chance, in the cathedral of Palermo, 
a new light was thrown for me on the whole matter. 

165. I was drawing the tomb of Frederick II., which is 
shut ofE by a grating from the body of the church ; and I 
had, in general, quite an unusual degree of quiet and com- 
fort at my work. But sometimes it was paralyzed by the 
unconscious interference of one of the men employed in 
some minor domestic services about the church. When 
he had nothing to do, he used to come and seat himself 
near my grating, not to look at my work, (the poor vtretch 
had no eyes, to speak of,) nor in any way meaning to be 
troublesome ; but there was his habitual seat. His nose 
had been carried off by the most loathsome of diseases ; 
there were two vivid circles of scarlet round his eyes ; and 
as he sat, he announced his presence every quarter of a 
minute (if otherwise I could have forgotten it) by a pecu- 
liarly disgusting, loud, and long expectoration. On the 
second or third day, just as I had forced myself into some 
forgetfuluess of him, and was hard at my work, I was 
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Btartled* from it again by the bursting out of a loud and 
cheerful conversation close to me ; and on looking round, 
saw a lively young fledgling of a priest, seventeen or 
eighteen years old, in tlie most eager and spirited chat 
with the man in the chair. He talked, laughed, and spat, 
himself, companionably, in the merriest way, for a quarter 
of an hour ; evidently without feeling the slightest disgust, 
or being made serious for an instant, by the aspect of the 
destroyed creature before him. 

166. His own face was simply that of the ordinary vul- 
gar type of thoughtless young Italians, rather beneath than 
above the usual standard ; and I was certain, as I watched 
him, that he was not at all my superior, but very much 
my inferior, in the coolness with which he beheld what 
was to me so dreadful. 1 was positive that he could look 
this man in the face, precisely because he could not look, 
diBcerningly, at any beautiful or noble thing; and that 
the reason I dared not, was because I had, spiritually, as 
much better eyes than the priest, as bodily, than his com- 
panion. 

Having got so much of clear evidence given me on the 
matter, it was driven home for me a week later, as I 
landed on the quay of Naples. Almost the first thing 
that presented itself to me was the sign of a travelling 
theatrical company, displaying the principal scene of the 
drama to be enacted on their classical stage. Fresh from 
the theatre of Taormina, I was curious to see the subject 
of the Neapolitan popular drama. It was the capture, by 
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the police, of a man and his wife who lived by boiling 
children. One section of the police was coming in, armed 
to the teeth, through the passage ; another section of the 
police, armed to the teeth, and with high feathers in its 
caps, was coming up through a trap-door. In fine dra- 
matic unconsciousness to the last moment, like the clown 
in a pantomine, the child-boiler was represented as still in- 
dustriously chopping up a child, pieces of which, ready 
for the pot, lay here and there on the table in the middle 
of the picture. The child- boiler's wife, however, just as 
she was taking the top off the pot to put the meat in, had 
caught a glimpse of the foremost policeman, and stopped, 
as much in rage as in consternation. 

'167. Now it is precisely the same feeling, or want of 
feeling, in the lower Italian (nor always in the lower 
classes only) which makes him demand the kind of sub- 
ject for his secular drama ; and the Crucifixion and Pieta 
for his religious drama. The only part of Christianity he 
can enjoy is its horror ; and even the saint or saintess are 
not always denying themselves severely, either by the con- 
templation of torture, or the companionship with disease. 
Nevertheless, we must be cautious, on the other hand, 
to allow full value to the endurance, by tender and deli- 
cate persons, of what is really loathsome or distressful to 
them in the service of others ; and I think this picture of 
Holbein's indicative of the exact balance and rightness of 
his own mind in this matter, and therefore of his power to 
conceive a true saint also. He had to represent St. Cath- 



138 ARIADNE FLOEENTINA. 

-erine's chief efFort; — he paints her ministering to the 
sick, and, among them, is a leper ; and finding it thus his 
duty to paint leprosy, he courageonsly himself studies it 
from the life. Not to insist on its horror ; but to assert it, 
to the needful point of fact, which he does with medical 
accuracy. 

Now here is just a case in which science, in a subordin- 
ate degree, is really required for a spiritual and moral 
purpose. And you find Holbein does not shrink from it 
even in this extreme case in which it is most painful. 

168. If, therefore, you do find him in other cases not 
using it, you may be sure he knew it to be unnecessary. 

Now it may be disputable whether in order to draw a 
living Madonna, one need to know how many ribs she has ; 
but it would have seemed indisputable that in order to 
draw a skeleton, one must know how many ribs it has. 

Holbein is par excellence the draughtsman of skeletons. 
His painted Dance of Death was, and his engraved Dance 
of Death is, principal of such things, without any com- 
parison or denial. He draws skeleton after skeleton, in 
every possible gesture ; but never so much as counts their 
ribs 1 He neither knows nor cares how many ribs a skele- 
ton hag. There are always enough to rattle. 

Monstrous, you think, in impudence, — Holbein for his 
carelessness, and 1 for defending him I Nay, I triumph in 
him ; nothing has ever more pleased me than this grand 
negligence. Nobody wants to know how many ribs a 
skeleton has, any more than how many bars a gridiron has, 
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BO long as the one can breathe, and the other broil ; and 
still less, when the breath and the fire are both out. 

169. But is it only of the bones, think you, that Holbein 
is careless ? * Nay, incredible though it may seem to you, 
— but, to me, explanatory at once of much of his excel- 
lence, — he did not know anatomy at all ! I told you in my 
Preface, already quoted, Holbein studies the face first, the 
body secondarily ; but I had no idea, myself, how com- 
pletely he had refused the venomous science of his day. I 
showed you a dead Christ of his, long ago. Can you' 
match it with your academy drawings, think you i And 
yet he did not, and would not, know anatomy. Se would 
not; but Durer would, and did: — went hotly into it — 
wrote books upon it, and upon ^ proportions of the human 
body,' etc., etc., and all your modern recipes for painting 
flesh. How did his studies prosper his art? 

People are always talking of lus Knight and Death, 
and his Melancholia, as if those were his principal works. 
They are his characteristic ones, and show what he might 
have been, without his anatomy ; but they were mere bye- 
play compared to his Greater Fortune, and Adam and 
Eve. Look at these. Here is his full energy displayed ; 
here are both male and female forms drawn with perfect 
knowledge of their bones and muscles, and modes of action 
and digestion, — and I hope you are pleased. 

*0r inventive I See Woltmann, p. 267. "The shin-bone, or the 
lower part of the arm, exhibit only one bone, while the upper arm and 
thigh are often allowed the luxury of two " I 
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But it is not anatomy only that Master Albert studies. 
He has a taste for optics also ; and knows all about refrac- 
tion and reflection. What with his knowledge of the skull 
inside, and the vitreous lens outside, if any man in the 
world is to draw an eye, here's the man to do it, surely I 
With a hand which can give lessons to John Bellini, and a 
care which would fain do all so that it can't be done better, 
and acquaintance with every crack in the cranium, and 
every humour in the lens, — ^if we can't draw an eye, we 
should just like to know who can 1 thinks Albert. 

So having to engrave the portrait of Melancthon, in- 
stead of looking at Melancthon, as ignorant Holbein would 
have been obliged to do, — wise Albert looks at the room 
window ; and finds it has four cross-bars in it, and knows 
scientifically that the light on Melancthon's eye must be a 
reflection of the window with its four bai*s — and engraves, 
it so, accordingly ; and who shall dare to say, now, it isn't 
like Melancthon ? 

Unfortunately, however, it isn't, nor like any other 
person in his senses ; but like a madman looking at some- 
body who disputes his hobby. While in this drawing of 
Holbein's, where a dim gray shadow leaves a mere crumb 
of white paper, — ^accidentally it seems, for all the fine 
scientific reflection, — ^behold, it is an eye indeed, and of a 
noble creature. 

170. What is the reason ? do you ask me ; and is all the 
common teaching about generalization of details true, 
then? 
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No ; not a syllable of it is true. Holbein is right, not 
because he draws more generally, but more truly, than 
Durer. Durer draws what he knows is there ; but Hol- 
bein, only what he sees. And, as I have told you often 
before, the really scientific artist is he who not only asserts 
bravely what he does see, but confesses honestly what he 
does not You must not draw all the hairs in an eyelash ; 
not because it is sublime to generalize them, but because it 
is impossible to see them. How many hairs there are, a 
sign painter or anatomist may count ; but how few of them 
you can see, it is only the utmost masters, Carpaccio, Tin- 
toret, Reynolds, and Yelasquez, who count, or know. 

171. Such was the effect, then, of his science upon 
Durer's ideal of beauty, and skill in portraiture. What 
effect had it on the temper and quantity of his work, as 
compared with poor ignorant Holbein's ! You have ouly 
three portraits, by Durer, of the great men of his time, 
and those bad ones ; while he toils his soul out to draw the 
hoofs of satyrs, the bristles of swine, and the distorted as- 
pects of base women and vicious men. 

What, on the contrary, has ignorant Holbein done for 
you ? Shakspeare and he divide between them, by word 
and look, the Story of England under Henry and Eliza- 
beth. 

172. Of the effect of science on the art of Mantegna 
and Marc Antonio, (far more deadly than on Durer's,) I 
must tell you in a future lecture ; — the effect of it on their 
minds, I must partly refer to now, in passing to the third 
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head of my general statement — the influence of new The- 
ology. For Durer and Mantegna, chiefly because of their 
science, forfeited their place, not only as painters of men, 
but as servants of God. Neither of them has left one com- 
pletely noble or completely didactic picture ; while Hol- 
bein and Botticelli, in consummate pieces of art, led the 
way before the eyes of all men, to the purification of their 
Church and land. 

173. III. But the need of reformation presented it- 
self to these two men last named on entirely different 
terms. 

To Holbein, when the word of the Catholic Church 
proved false, and its deeds bloody ; when he saw it selling 
permission of sin in his native Augsburg, and strewing 
the ^hes of its enemies on the pure Alpine, waters of Con- 
stance, what refuge was there for him in more ancient re- 
ligion ? Shall he worship Thor again, and mourn over the 
death of Balder ? He reads Nature in her desolate and 
narrow truth, and she teaches him the Triumph of 
Death. 

But, for Botticelli, the grand gods are old, are immortal. 
The priests may have tdught falsely the story of the Vir- 
gin; — did they not also lie, in the name of Artemis, at 
Ephesus; — in the name of Aphrodite, at Cyprus? — ^but 
shall, therefore, Chastity or Love be dead, or the full moon 
paler over Arno ? Saints of Heaven and Gods of Earth ! — 
shall these perish because vain men speak evil of them ? 
Let 108 speak good for ever, and grave, as on the rock, for 
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ages to come, the glory of Beauty, and the triumph of 
Faith. 

174. Holbein had bitterer task. 

m 

Of old, the one duty of the painter had been to exhibit 
the virtues of this life, and hopes of the life to come. Hol- 
bein had to show the vices of this life, and to obscure the 
hope of the future. " Yes, we walk through the valley of 
the shadow of death, and fear all evil, for Thou art not 
with us, and Thy rod and Thy staff comfort us not." He 
does not choose this task. It is thrust upon him, — just as 
fatally as the burial of the dead is in a plague-struck city. 
These are the things he sees, and must speak. He will 
not become a better artist thereby ; no drawing of supreme 
beauty, or beautiful things, will be possible to him. Yet 
we cannot say he ought to have done anything else, nor 
can we praise him specially in doing this. It is his fate ; 
the fate of all the bravest in that day. 

175. For instance, there is no scene about which a shal- 
low and feeble painter would have been more sure to adopt 
the commonplaces of the creed of his time than the death 
of a child,— chiefly, and most of all, the death of a country 
child, — a little thing fresh from the cottage and the field. 
Surely for such an one, angels will wait by its sick bed, 
and rejoice as they bear its soul away ; and over its shroud 
flowers will be strewn, and the birds will sing by its grave. 
So your common sentimentalist would think, and paint. 
Holbein sees the facts, as they verily are, up to the point 
when vision ceases. He speaks, then no more. 
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The country labourer's cottage — ^tlie rain coming through 
its roof, the clay crumbling from its partitions, the fire 
lighted with a few chips and sticks on a liaised piece of the 
mud floor, — ^such dais as can be contrived, for use, not for 
honour. The damp wood sputters ; the smoke, stopped 
by the roof, though the rain is not, coils round again, and 
down. But the mother can warm the child's supper of 
bread and milk so — ^holding the pan by the long handle ; 
and on mud floor though it be, they are happy, — she, 
and her child, and its brother, — ^if only they could be left 
so. They shall not be left so : the young thing must leave 
them — will never need milk warmed for it any more. It 
would fain stay, — sees no angels — feels only an icy grip 
on its hand, and that it cannot stay. Those who loved it 
shriek and tear their hair in vain, amazed in grief. ' Oh, 
little one, must yoii lie out in the fields then, not even 
under this poor torn roof of thy mother's to-night ? ' 

176. Again : there was not in the old creed any subject 
more definitely and constantly insisted on than the death 
of a miser. He had been happy, the old preachers thought, 
till then : but his hour has come ; and the black covetous- 
ness of hell is awake and watching ; the sharp harpy claws 
will clutch his soul out of his mouth, and scatter his treas- 
ure for others. So the commonplace preacher and paint- 
er taught. Not so Holbein. The devil want to snatch 
his soul, indeed ! Kay, he never Jiad a soul, but of the 
devil's giving. His misery to begin on his deathbed! 
Nay, he had never an unmiserable hour of life. The fiend 
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ife with him now, — a paltry, abortive iBend, with no breath 
even to blow hot with. He supplies the hell-blast with a 
mdchine. It is winter, and the rich man has his furred 
cloak and cap, thick and heavy ; the beggar, bareheaded 
to beseech him, skin and rags hanging about him together, 
touches his shoulder, but all in vain ; there is other busi- 
ness in hand. More haggard than the beggar himself, 
wasted and palsied, the rich man counts with his fingers 
the gain of the years to come. 

But of those years, infinite, that are to be, Holbein says 
nothing. ' I know not ; I see not. This only I see, on 
this very winter's day, the low pale stumbling-block at 
your feet, the altogether by you unseen and forgotten 
Death. You shall not pass him by on the other side ; 
here is a fasting figure in skin and bone, at last, that will 
stop you ; and for all the hidden treasures of earth, here 
is your spade : dig now, and find them.' 

177. I have said that Holbein was condemned to teach 
these things. He was not happy in teaching them, nor 
thanked for teaching them. Nor was Botticelli for his 
lovelier teaching. But they both could do no otherwise. 
They lived in truth and steadfastness ; and with both, in 
their marvellous design, veracity is the beginning of in- 
vention, and love its end. 

I have but time to show you, in conclusion, how this af- 
fectionate self-forgetfulness protects Holbein from the 
chief calamity of the German temper, vanity, which is at 
the root of all Durer's weakness. Here is a photograph 
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of Holbein's portrait of Erasmus, and a fine proof of Du- 
rer's, In Holbein's, the face leads everything ; and the 
most lovely qualities of the face lead in that. The cloak 
and cap are perfectly painted, just because you look at 
them neither more nor less than you would have looked at 
the cloak in reality. You don't say, ' How brilliantly they 
are touched,' as you would with Rembrandt ; nor ' How 
gracefully they are neglected,' as you would with Gains- 
borough ; nor ' How exquisitely they are shaded,' as you 
would with Leonardo ; nor ' How grandly they are com- 
posed,' as you would with Titian. You say only, ' Eras- 
mus is surely there ; and what a pleasant sight ! ' You 
don't think of Holbein at all. He has not even put in the 
minutest letter H, that I can see, to remind you of him. 
Drops his H*s, I regret to say, often enough. ' My hand 
should be enough for you ; what matters my name ? ' 
But now, look at Durer's. The very first thing you see, 
and at any distance, is this great square tablet with 

"The image of Erasmus, drawn from the life by 

Albert Durer, 1526," 

and a great straddling a.d. besides. Then you see a cloak, 

and a table, and a pot, with flowers in it, and a heap of 

books with all their leaves and all their clasps, and all the 

little bits of leather gummed in to mark the places ; and 

last of all you see Erasmus's face ; and when you do see 

ur ■■': it, the most of it is wrinkles. • 

' / ^ All egotism and insanity, this, gentlemen. Hard words 

 to use ; but not too hard too define the faults which ren- 
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dered so much of Durer's great genius abortive, and to this 
day paralyze, among the details of a lifeless and ambitious 
precision, the student, no less than the artist, of German 
blood. For too many an Erasmus, too many a Durer, 
among them, the world is all cloak and clasp, instead of 
face or book ; and the first object of their lives is to en- 
grave their initials. 

For us, in England, not even so much is at present to be 
hoped ; and yet, singularly enough, it is more our modesty, 
unwisely submissive, than our vanity, which has destroyed 
our English school of engraving. 

At the bottom of the pretty line engravings which used 
to represent, characteristically, our English skill, one saw 
always two inscriptions. At the left-hand corner, " Drawn 
by — so-and-so;" at the right-hand corner, " Engraved by 
— so-and-so.^' Only under the worst and cheapest plates 
— for the Stationers' Almanack, or the like,— one saw 
sometimes, " Drawn and engraved by — so-and-so," which 
meant nothing more than that the publisher would not 
go to the expense of an artist, and that the engraver hag- 
gled through as he could. (One fortunate exception, 
gentlemen, you have in the old drawings for your Oxford 
Almanack, though the publishers, I have no doubt, even 
in that case, employed the cheapest artist they could find.*) 



* The drawings were made by Turner, and are now among the chief 
treasures of the Oxford Galleries. I ought to add some notice of 
Hogarth to this lecture^ in the Appendix ; but fear I shaU have no time; 
besides, though I have profound respect for Hogarth, as, in literature, 
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But in general, no engraver thought himself able to draw ; 
and no artist thought it his business to engrave. 

But the fact that this and the following lecture are on 
the subject of design in engraTing, implies of couree that 
in the work we have to examine, it was often the engraver 
himself who designed, and as often the artist who en- 
graved. 

And you will observe that the only engravings which 
bear imperishable value are, indeed, in this kind. It is 
true that, in wood cutting, both Durer and Holbein, as in 
our own days Leech and Tenniel, have workmen under 
them who can do all they want. But in metal cutting it 
is not so. For, as I have told you, in metal cutting, ulti- 
mate perfection of Line has to be reached ; and it can be 
reached by none but a master's hand ; nor by his, unless 
in the very moment and act of designing. Never, unless 
under the vivid first force of imagination and intellect, 
can the Line have its full value. And for this high rea- 
son, gentlemen, that paradox which perhaps seemed to 
you so daring, is nevertheless deeply and finally true, that 
while a woodcut may be laboriously finished, a grand en- 
graving on metal must be comparatively incomplete. For 
it must be done, throughout, with the full fire of temper 
in it, visibly governing its lines, as the wind does the fibres 
of cloud. 



I have for Fielding, I can't criticise them, because I know nothing of 
their Bubjeots. 
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The value hitherto attached to Rembrandt's etehings, 
and others imitating them, depends on a true instinct in 
the puhlic mind for this virtue of line. But etching is an 
indolent and blundering method at the best ; and I do not 
doubt that you will one day be grateful for the severe dis- 
ciplines of drawing required in these schools, in that they , 
will have enabled you to know what a line may be, driven 
by a master's chisel on silver or marble, following, and 
fostering as it follows, the instantaneous strength of his 
determined thought. 



LECTURE VI. 

DESIGN m THE FLORENTINE SCHOOLS OF ENGRAVING. 

1. In the first of these lectures, I stated to you their 
subject, as the investigation of the engraved work of a 
group of men, to whom engraving, as a means of popu- 
lar address, was above all precious, because their art was 
distinctively didactic. 

Some of my hearers, must be aware that, of late years 
the assertion that art should be didactic has been clamor- 
ously and violently derided by the countless crowd of 
artists who have nothing to represent, and of writers who 
have nothing to say ; and that the contrary assertion — that 
art consists only in pretty colours and fine words, — is ac- 
cepted, readily enough, by a public which rarely pauses to 
look at a picture with attention, or read a sentence with 
understanding. 

2. Gentlemen, believe me, there never was any great 
advancing art yet, nor can be, without didactic purpose. 
The leaders of the strong schools are, and must be always^ 
either teachei'S of theology, or preachers of the moral law. 
I need not tell you that it was as teacters of theology on 
the walls of the Vatican that the masters with whose 
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names you are most familiar obtained their perpetual 
fame. But however great their fame, you have not prac- 
tically, I imagine, ever been materially assisted in your 
preparation for the schools either of philosophy or divinity 
by Raphael's ^ School of Athens,' by Kaphael's ' Theology,' 
— or by Michael Angelo's ' Judgment.' My task, to-day, is 
to set before you some part of the design of the first Master 
of the works in the Sistine Chapel ; and I believe that, 
from his teaching, you will, even in the hour which I ask 
you now to give, learn what may be of true use to you in 
all your future labour, whether in Oxford or elsewhere. 

3. You have doubtless, in the course of these lectures, 
been occasionally surprised by my speaking of Holbein 
and Sandro Botticelli, as Reformera, in the same tone of 
respect, and with the same implied assertion of their in- 
tellectual power and agency, with which it is usual to 
speak of Luther and Savonarola. Ton have been accus- 
tomed, indeed, to hear painting and sculpture spoken of as 
supporting or enforcing Church doctrine ; but never as 
reforming or chastising it. Whether Protestant or Roman 
Catholic, you have admitted what in the one case you held 
to be the abuse of painting, in the furtherance of idolatry 
— in the other, its amiable and exalting ministry to the 
feebleness of faith. But neither have recognized, — the 
Protestant his ally, — or the Catholic his enemy, in the far 
more earnest work of the great painters of the fifteenth 
century. The Protestant was, in most cases, too vulgar to 
understand the aid offered to him by painting ; and in all 
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cases too terrified to believe in it. He drove the gift-bring- 
ing Greek with imprecations from his sectarian fortress, or 
received him within it only on the condition that he should 
speak no word of religion there. 

4. On the other hand, the Catholic, in most cases too 
indolent to read, and, in all, too proud to dread, the re- 
buke of the reforming painters, confused them with the 
crowd of his old flatterers, and little noticed their altered 
language, or their graver brow. In a little while, finding 
they had ceased to be amusing, he effaced their works, not 
as dangerous, but as dull ; and recognized only thencefor- 
ward, as art, the innocuous bombast of Michael Angelo, 
and fluent efflorescence of Bernini. But when you become 
more intimately and impartially acquainted with the his- 
tory of the Reformation, you will find that, as surely and 
earnestly as Memling and Giotto strove in the north and 
south to set forth and exalt the Catholic faith, so surely 
and earnestly did Holbein and Botticelli strive, in the 
north, to chastise, and, in the south, to revive it. In what 
manner, 1 will try to-day briefly to show you. 

6. I name these two men as the reforming leaders: 
there were many, rank and file, who worked in alliance 
with Holbein; with Botticelli, two great ones, Lippi and 
Perugino. But both of these had so much pleasure in 
their own pictorial faculty, that they strove to keep quiet, 
and out of harm's way, — involuntarily manifesting them- 
selves sometimes, however ; and not in the wisest manner. 
Lippi's running away with a novice was not likely to be 
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understood as a step in Church reformation correspondent 
to Luthers marriage.* Nor have Protestant divines, 
even to this day, recognized the real meaning of the re- 
ports of Perugino's ^ infidelity.' Botticelli, the pupil of 
the one, and the companion of the other, held the truths 
they taught him through sorrow as well as joy ; and he is 
the greatest of the reformers, because he preached without 
blame ; thougli the least known, because he died without 
victory. 

I had hoped to be able to lay before you some better biog- 
raphy of him than the traditions of Yasari, of which I gave 
a short abstract some time back in Fors Clavigera ; but as 
yet I have only added internal evidence to the popular 
story, the more important points of which I must review 
briefly. It will not waste your time if I read, — instead of 
merely giving you reference to, — the passages on which I 
must comment. 

6. "His father, Mariano Filipepi, a Florentine citizen, 
brought him up with care, and caused him to be instructed 
in all such things as are usually taught to children before 
they choose a calling. But although the boy readily ac- 

* The world was not then ready for Le Pere Hyacinthe ; — ^but the real 
gist of the matter is that Lippi did, openly and bravely, what the highest 
prelates in the Chnrch did basely and in secret ; also he loved, where 
they only Insted ; and he has been proclaimed therefore by them — and 
too foolishly believed by us — to have been a shameful person. Of his 
true life, and the colours given to it, we wiU try to leam something 
tenable, before we end our work in Florence. 

7 
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quired whatever he wished to learn, yet was he constantly 
discontented ; neither would he take any pleasure in read- 
ing, writing, or accounts, insomuch that the father, dis- 
turbed by the eccentric habits of his son, turned him over 
in despair to a gossip of his, called Botticello, who was a 
goldsmith, and considered a very competent master of his 
art, to the intent that the boy might learn the same." 

" He took no pleasure in reading, writing, nor accounts " ! 
You will find the same thing recorded of Cimabue ; but 
it is more cmrious when stated of a man whom I cite to you 
as typically a gentleman and a scholar. But remember, in 
those days, though there were not so many entirely correct 
books issued by the Religious Tract Society for boys to 
read, there were a great many more pretty things in the 
world for boys to see. The Val d' Amo was Pater-noster 
Kow to purpose ; their Father's How, with books of His 
writing on the mountain shelves. And the lad takes to 
looking at things, and thinking about them, instead of I'ead- 
ing about them, — which I commend to you, also, as much 
the more scholarly practice of the two. To the end, though 
he knows all about the celestial hierarchies, he is not strong 
in his letters, nor in his dialect. I asked Mr. Tyi^whitt to 
help me through with a bit of his Italian the other day. 
Mr. TyrXwhitt could only help me by suggesting that it 
was "Botticelli for so-and-so." And one of the minor 
reasons which induce me so boldly to attribute these sibyls 
to him, instead of Bandini, is that the lettering is so ill done. 
The engraver would assuredly have, had his lettering all 
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right,— or at least neat. Botticelli blunders through it, 
scratches impatiently out when he goes wrong ; and^as I 
told you there's no repentance in the engraver's trade, 
leaves all the blunders visible. 

7. I may add one fact bearing on this question lately 
communicated to me.* In the autumn of 1872 I pos- 
sessed myself of an Italian book of pen drawings, some, 
I have no doubt, by Mantegna in his youth, othere by 
Sandro himself. In examining these, I was continually 
struck by the comparatively feeble and blundering way 
in which the titles were written, while all the rest of the 
handling was really superb; and still more surprised 
when, on the sleeves and hem of the robe of one of the 
principal figures of women, ( " Helena rapita da Paris," ) 
I found what seemed to be meant for inscriptions, intri- 
cately embroidered; which nevertheless, though beauti- 
fully drawn, I could not read. In copying Botticelli's 
Zipporah this spring, I found the border of her robe 
wrought with characters of the same kind, which a young 
painter, working wdth me, who already knows the minor 
secrets of Italian art better than I,t assures me are let- 
ters, — ^and letters of a language hitherto undeciphered. 

8. "There was at that time a close connexion and 
almost constant intercourse between the goldsmiths and 
the painters, wherefore Sandro, who possessed considera- 

* I insert sapplementaxy notes, when of importance, in the text of 
the lecture, for the convenience of the general reader, 
t Mr. Charles F. Murray. 
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ble ingenuity, and was strongly disposed to the arts of 
design, became enamoured of painting, and resolved to 
devote himself entirely to that vocation. He acknowl- 
edged his purpose at once to his father ; and the latter, 
who knew the force of his inclination, took him accord- 
ingly to the Carmelite monk, Fra Filippo, who was a 
most excellent painter of that time, with whom he placed 
him to study the art, as Sandro himself had desired. 
Devoting himself thereupon entirely to the vocation he 
had chosen, Sandro so closely followed the directions, and 
imitated the manner, of his master, that Fra Filippo con- 
ceived a great love for him, and instructed him so effec- 
tually, that Sandro rapidly attained to such a degree in 
art as none would have predicted for him." 

I have before pointed out to you the importance of 
training by the goldsmith. Sandro got more good of it, 
however, than any of the other painters so educated, — 
being enabled by it to use gold for light to colour, in a 
glowing harmony never reached with equal perfection, and 
rarely attempted, in the later schools. To the last, his 
paintings are partly treated as work in niello ; and he names 
himself, in perpetual gratitude, from this firet artizan mas- 
ter. Nevertheless, the fortunate fellow finds, at the right 
moment, another, even more to his mind, and is obedient 
to him through his youth, as to the other through his child- 
hood. And this master loves him ; and instructs him * so 
effectually,' — in grinding colors, do you suppose, only ; or 
in laying of lines only ; or in anything more than these ? 
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9. I will tell you what Lippi must have taught any boy 
whom he loved. First, humility, and to live in joy and 
peace, injuring no man — if such innocence might be. 
Nothing is so manifest in every face by him, as its gentle- 
ness and rest. Secondly, to finish his work perfectly, and 
in such temper that the angels might say of it — not he 
himself — ' Iste perf ecit opus.' Do you remember what I 
told you in the Eagle's Nest, that true humility was in 
hoping that angels might sometimes admire our work ; 
not in hoping that we should ever be able to admire theirs f 
Thirdly, — ^a little thing it seems, but was a great one, — 
love of flowers. No one draws such lilies or such, daisies 
as Lippi. Botticelli beat him afterwards in roses, but never 
in lilies. Fourthly, due honour for classical tradition. 
Lippi is the only religious painter who dresses John Bap- 
tist in the camel-skin, as the Greeks dressed Heracles in 
the lion's, — over the head. Lastly, and chiefly of all, — Le 
Pere Hyacinthe taught his pupil certain views about the 
doctrine of the Church, which the boy thought of more 
deeply than his tutor, and that by a great deal ; and Mas- 
ter Sandro presently got himself into such question for 
painting heresy, that if he had been as hot-headed as he was 
true-hearted, he would soon have come to bad end by the 
tar-barrel. But he is so sweet and so modest, that nobody 
is frightened ; so clever, that everybody is pleased : and 
at last, actually the Pope sends for him to paint his own 
private chapel, — ^where the first thing my young gentleman 
does, mind you, is to paint the devil, in a monk's dress 
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tempting Christ 1 The sauciest thing, out and out, done 
in the history of the Keformation, it seems to me ; yet so 
wisely done, and with such true respect otherwise shown 
for what was sacred in the Church, that the Pope didn't 
mind : and all went on as merrily as marriage bells. 

10. I have anticipated, however, in telling you this, 
the proper course of his biography, to which I now return. 

" While still a youth he painted the figure of Fortitude, 
among those pictures of the Virtues which Antonio and 
Pietro PoUaiuolo were executing in the Mercakanzia, or 
Tribunal of Commerce, in Florence. In Santo Spirito, a 
church of the same city, he painted a picture for the 
chapel of the Bardi family : this work he executed with 
great diligence, and finished it very successfully, depict- 
ing certain olive and palm trees therein with extraordinary 
care." 

It is by a beautiful chance that the first work of his, 
specified by his Italian biographer, should be the Forti- 
tude.* Note also what is said of his tree drawing. 

" Having, in consequence of this work, obtained much 
credit and reputation, Sandro was appointed by the Guild 
of Porta Santa Maria to paint a picture in San Marco, the 
subject of which is the Coronation of Our Lady, who is 
surrounded by a choir of angels — the whole extremely well 
designed, and finished by the artist with infinite care. He 
executed various works in the Medici Palace for the elder 

* Some notice of this picture is £^ven at the beginning of mj third 
Morning in Florence, ^ Before the Soidan.* 
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Lorenzo, more particularly a figure of Pallas on a shield 
wreathed with vine branches, whence flames are proceed- 
ing : this he painted of the size of life. A San Sebastiano 
was also among the most remarkable of the works execu- 
ted for Lorenzo. In the church of Santa Maria Maggiore, 
in Florence, is a Pieta, with small figures, by this master : 
this is a very beautiful work. For different houses in 
•various parts of the city Sandro painted many pictures of 
a round form, with numerous figures of women undraped. 
Of these there are still two examples at Castello, a villa of 
the Duke Cosimo,— one representing the birth of Venus, 
who is borne to earth by the Loves and Zephyrs ; the second 
also presenting the figure of Yenus crowned with flowers 
by the Graces : she is here intended to denote the Spring, 
and the allegory is expressed by the painter with extraor- 
dinary grace." 

Our young Reformer enters, it seems, on a very miscel- 
laneous course of study ; the Coronation of Our Lady ; 
St. Sebastian ; Pallas in vine-leaves ; and Venus, — without 
fig-leaves. Not wholly Calvinistic, Fra Filippo's teaching 
seems to have been 1 All the better for the boy — being 
such a boy as he was : but I cannot in this lecture enter 
farther into my reasons for saying so. 

11. Vasari, however, has shot far ahead in telling us of 
this picture of the Spring, which is one of Botticelli's 
completest works. Long before he was able to paint 
Greek nymphs, he had done his best in idealism of greater 
spirits ; and, while yet quite a youth, painted, at Castello, 
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the Assumption of Our Lady, with " the patriarchs, the 
prophets, the apostles, the evangelists, the martyrs, the 
conf essoi-s, the doctors, the virgins, and the hierarchies 1 " 

Imagine this subject proposed to a young, (or even old) 
British artist, for his next appeal to public sensation at the 
Academy 1 But do you suppose that the young British 
artist is wiser and more civilized than Lippi's scholar, 
because his only idea of a patriarch is of a man with a long- 
beard ; of a doctor, the M.D. with the brass plate over the 
way ; and of a virgin, Miss of tlie theatre ? 

Not that even Sandro was able, according to Vasari's 
report, to conduct the entire design himself. The pro- 
poser of the subject assisted him ; and they made some 
modifications in the theology, which brought them both 
into trouble — so early did Sandro's innovating work begin, 
into which subjects our gossiping friend waives unneces- 
sary inquiry, as follows. 

" But although this picture is exceedingly beautiful, and 
ought to have put envy to shame, yet there were found 
certain malevolent and censorious persons who, not being 
able to affix any other blame to the work, declared that 
Matteo and Sandro had erred gravely in that matter, and 
had fallen into grievous heresy. 

" Now, whether this be true or not, let none expect the 
judgment of that question from me : it shall suffice me to 
note that the figures executed by Sandro in that work are 
entirely worthy of praise ; and that the pains he took in 
depicting those circles of the heavens must have been very 



ABIADNE FLOBENTINA. 161 

great, to say nothing of the angels mingled with the other 
figures, or of the various foreshortenings, all which are 
designed in a very good manner. 

" About this time Sandro received a commission to paint 
a small picture with figures three parts of a braccio high, 
— the subject an Adoption of the Magi. 

* " It is indeed a most admirable work : the composition, 
the design, and the colouring are so beautiful that every 
artist who examines it is astonished ; and, at the time, it 
obtained so great a name in Florence, and other places, for 
the master, that Pope Sixtus IV. having erected the chapel 
built by him in his palace at Rome, and desiring to have 
it adorned with paintings, commanded that Sandro Bot- 
ticelli should be appointed Superintendent of the work." 

12. Vasari's words, "about this tune," are evidently 
wrong. It must have been many and many a day after he 
painted Matteo's picture that he took such high standing 
in Florence as to receive the mastership of the works in 
the Pope's chapel at Eome. Of his position and doings 
there, I will tell you presently ; meantime, let us com- 
plete the story of his life. 

" By these works Botticelli obtained great honour and 
reputation among the many competitors who were labour- 
ing with him, whether Florentines or natives of other 
cities, and received from the Pope a considerable sum of 
money ; but this he consumed and squandered totally, dur- 
ing his residence in Rome, where he lived without due 
care, as was his habit." 
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.13. Well, but one would have liked to hear how he 
squandered his money, and whether he was without care — 
of other things than money. 

It is just possible. Master Vasari, that Botticelli may 
have laid out his money at higher interest than you know 
of ; meantime, he is advancing in life and thought, and 
becoming less and less comprehensible to his biographer. 
And at length, having got rid, somehow, of the money he 

received from the Pope ; and finished the work he had to 

* 

do, and uncovered it, — ^free in conscience, and empty in 
purse, he returned to Florence, where, " being a sophistical 
person, he made a comment on a part of Dante, and drew 
the Inferno, and put it in engmving, in which he consumed 
much time ; and not working for this reason, brought in- 
finite disorder into his affairs." 

14. Unpaid work, this engraving of Dante, you per- 
ceive, — consuming much time also, and not appearing to 
Vasari to be work at all. It is but a short sentence, gen- 
tlemen, — this, in the old edition of Vasari, and obscurely 
worded, — a very foolish person's contemptuous report of a 
thing to him totally incomprehensible. But the thing it- 
self is out-and-out the most important fact in the history 
of the religious art of Italy. I can show you its signifi- 
cance in not many more words than have served to 
record it. 

Botticelli had been painting in Home; and had ex- 
pressly chosen to represent there, — being Master of Works, 
in the presence of the Defender of the Faith,— the founda- 
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tion of the Mosaic law ; to his mind the Eternal Law of 
God, — ^that law of which modern Evangelicals sing per- - 
petually their own original psalm, " Oh, how hate I Thy 
law ! it is my abomination all the day." Returning to 
Florence, he reads Dante's vision of the Hell created by 
its violation. He knows that the pictures he has painted 
in Rome cannot be understood by the people ; they are 
exclusively for the best trained scholars in the Church. 
Dante, on the other hand, can only be read in manuscript ; 
but the people could and wofild understand his lessons, if 
they were pictured in accessible and enduring fonn. He 
throws all his own lauded work aside, — all for which he is 
most honoured, and in which his now matured and magni- 
ficent skill is as easy to him as singing to a perfect musi- 
cian. And he sets himself to a servile and despised 
labour, — ^his friends mocking him, his resources failing 
him, infinite 'disorder' getting into his affairs — of this 
world. 

15. Never such another thing happened in Italy any 
more. Botticelli engraved her Pilgrim's Progress for her, 
putting himself in prison to do it. She would not read it 
when done. Raphael and Marc Antonio were the theolo- 
gians for her money. Pretty Madonnas, and satyrs with 
abundance of tail, — ^let our pilgrim's progress be in these 
directions, if you please. 

Botticelli's own pilgrimage, however, was now to be ac- 
complished triumphantly, with such crowning blessings 
as Heaven might grant to him. In spite of his friends 
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and his disordered affairs, he went his own obstinate way ; 
and found another man's words worth engraving as well 
as Dante's ; not without perpetuating, also, what he deemed 
worthy of his own. 

16. What would that be, think you ? His chosen works 
before the Pope in Rome? — his admired Madonnas in 
Florence ? — his choirs of angels and thickets of flowers ? 
Some few of these — ^yes, as you shall presently see ; but 
" the best attempt of this kind from his hand is the Tri- 
umph of Faith, by Fra Girolamo Savonarola, of Ferrara, 
of whose sect our artist was so zealous a partisan that he 
totally abandoned painting, and not having any other 
means of living, he fell into very great difficulties. But 
his attachment to the party he had adopted increased ; he 
became what was then called a Piagnone, or Mourner, and 
abandoned all labour ; insomuch that, finding himself at 
length become old, being also very poor, he must have died 
of hunger had he not been supported by Lorenzo de' Me- 
dici, for whom he had worked at the small hospital of 
Yolterra and other places, who assisted him while he lived, 
as did other friends and admirera of his talents." 

17. In such dignity and independence — shaving em- 
ployed his talents not wholly at the orders of the dealer — 
died, a poor bedesman of Lorenzo de' Medici, the Presi- 
dent of that high academy of art in Home, whose Acade- 
micians were Perugino, Ghirlandajo, Angelico, and Signo- 
relli; and whose students, Michael Angelo and Ra- 
phael. 
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* A worthless, ill-conducted fellow on the whole,' thinks 
Vasari, * with a crazy fancy for scratching on copper.' 

Well, here are some of the scratches for you to see ; 
only, first, I must ask you seriously for a few moments to 
consider what the two powers were, which, with this iron 
pen of his, he has set himself to reprove. 

18. Two great forms of authority reigned over the en- 
tire civilized world, confessedly, and by name, in the 
middle ages. They reign over it still, and must for ever, 
though at present very far from confessed ; and, in most 
places, ragingly denied. 

The first power is that of the Teacher, or true Father ; 
the Father ' in God.' It may be — ^happy the children to 
whom it is — ^the actual father also; and whose parents 
have been their tutors. But, for the most part, it will be 
some one else who teaches them, and moulds their minds 
and brain. All such teaching, when true, being from 
above, and coming down from the Father of Lights, with 
whom is no variableness, neither shadow of turning, is 
properly ^that of the holy Catholic ' €KKKfja-ia,^ council, 
church, or papacy, of many fathers in God, not of one. 
Eternally powerful and divine ; reverenced of all humble 
and lowly scholars, in Jewry, in Greece, in Home, in Gaul, 
in England, and beyond sea, from Arctic zone to zone. 

The second authority is the power of National Law, en- 
forcing justice in conduct by due reward and punishment. 
Power vested necessarily in magistrates capable of admin- 
istering it with mercy and equity ; whose authority, be it 
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 of many or few, is again divine, as proceeding from the 
, King of kings, and was acknowledged, throughout civilized 
Christendom, as the power of the Holy Empire, or Holy 
Roman Empire, because first throned in Rome ; but it is 
for ever also acknowledged, namelessly, or by name, by 
all loyal, obedient, just, and humble hearts, which truly 
desire that, whether for them or against them, the eternal 
equities and dooms of Heaven should be pronounced and 
executed ; and as the wisdom or word of their Father 
should be taught, so the will of their Father should bo 
done, on earth, as it is in heaven. 

19. Ton all here know what contention, first, and then 
what corruption and dishonour, had paralyzed these two 
powers before the days of which we now speak. Reproof, 
and either reform or rebellion, became necessary every- 
where. The northern Reformers, Holbein, and Luther, 
and Henry, and Cromwell, set themselves to their task 
rudely, and, it might seem, carried it through. The south- 
ern Reformers, Dante, and Savonarola, and Botticelli, set 
hand to their task reverently, and, it seemed, did not by 
any means carry it through. But the end is not yet. 

20. Now I shall endeavour to-day to set before you 
the art of Botticelli, especially as exhibiting the modesty 
of great imagination trained in reverence, which character- 
ized the southern Reformers ; and as opposed to the im- 
modesty of narrow imagination, trained in self trust, which 
characterized the northern Reformers. 

' The modesty of great imagination ; ' that is to say, of 
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the power which conceives all things in true relation, and 
not only as they affect ourselves. I can sliow you this most 
definitely by taking one example of the modem, and tm- 
Bchooled temper, in Bewick ; * and setting it beside Botti- 
celli's treatment of the same subject of thought, — namely, 
the meaning of war, and the reforms necessary in the carry- 
ing on of war. 

21. Both the men are entirely at one in their purpose. 
They yearn for peace and justice to rule over the earth, 
instead of the sword ; but see how differently they will 
say what is in their hearts to the people they address. To 
Bewick, war was more an absurdity than it was a horror : he 
had not seen battle-fields, still less had he read of them, in 
ancient days. He cared nothing about heroes, — Greek, 
Roman, or Norman. "What Jie knew, and saw clearly, was 
that Farmer Hodge's boy went out of the village one holi- 
day afternoon, a fine young fellow, rather drunk, with a 
coloured riband in his hat ; and came back, ten years after- 
wards, with one leg, one eye, an old red coat, and a tobacco- 
pipe in the pocket of it. That is what he has got to say, 
mainly. So, for the pathetic side of the business, he draws 
you two old soldiers meeting as bricklayers' labourers ; and 
for the absurd side of it, he draws a stone, sloping side- 

* I am bitterly sorry for the pain which my partial references to 
the man whom of all English artists whose histories I have read, I most 
esteem, have given to one remaining member of his family. I hope my 
meaning may be better understood after she has seen the dose of this 
lecture. 
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ways with age, in a bare field, on which you can just read, 
out of a long inscription, the words " glorious victory ; " 
but no one is there to read them, — only a jackass, who 
uses the stone to scratch himself against. 

22. Now compare with this Botticelli's reproof of war. 
He had seen it, and often ; and between noble persons ; — 
knew the temper in which the noblest knights went out 
to it ; — ^knew the strength, the patience, the glory, and 
the grief of it. He wojuld fain see his Florence in peace ; 
and yet he knows that the wisest of her citizens are her 
bravest soldiers. So he seeks for the ideal of a soldier, 
and for the greatest glory of war, that in the presence of 
these he may speak reverently, what he must speak. He 
does not go to Greece for his hero. He is not sure that 
even her patriotic wars were always right. But, by his 
religious faith, he cannot doubt the nobleness of the 
soldier who put the children of Israel in possession of 
their promised land, and to whom the sign of the consent 
of heaven was given by its pausing light in the valley of 
Ajalon. Must then setting sun and risen moon stay, he 
thinks, only to look upon slaughter ? May no soldier of 
Christ bid them stay otherwise than so ? He draws Joshua, 
but quitting his hold of the sword : its hilt rests on his 
bent knee ; and he kneels before the sun, not commands 
it ; and this is his prayer : — 

" Oh, King of kings, and Lord of lords, who alone rulest 
always in eternity, and who correctest all pur wanderings, 
— Giver of melody to the choir of the angels, listen Thou 
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a little to our bitter grief, and come and rale us, oh Thou 
highest King, with Thy love which is so sweet 1" 

Is not that a little better, and a little wiser, than 
Bewick's jackass ? Is it not also better, and wiser, than the 
sneer of modern science i ' What great men are we ! — 
we, forsooth, can make almanacs, and know that the earth 
turns round. Joshua indeed ! Let us have no more talk 
of the old-clothesman.' 

All Bewick's simplicity is in that ; but none of Bewick's 
understanding. 

23. I pass to the attack made by Botticelli upon the guilt 
of wealth. So I had at first written ; but I should rather 
have written, the appeal made by him against the cruelty 
of wealth, then first attaining the power it has maintained 
to this day. 

The practice of receiving interest had been confined, 
until this fifteenth century, with contempt and maledic- 
tion, to the profession, so styled, of usurers, or to the Jews. 
The merchants of Augsburg introduced it as a convenient 
and pleasant practice among Christians also ; and insisted 
that it was decorous and proper even among respectable 
merchants. In the view of the Christian Church of their 
day, they might more reasonably have set themselves to 
defend adultery.* However, they appointed Dr. John 
Eck, of Ingoldstadt, to hold debates in all possible univer- 
sities, at their expense, on the allowing of interest ; and 
as these Augsburgers had in Venice their special mart, 

* Bead Ezekiel xviii 
8 



170 ABIADinB FLOREZniNA. 

Fondaco, called of the Germans, their new notions came 
into direct collision with old Venetian ones^ and were 
much hindered by them, and all the more, because, in op- 
position to Dr. John Eck, there was preaching on the other 
side of the Alps. The Franciscans, poor themselves, 
preached mercy to the poor : one of them. Brother Marco 
of San Gallo, planned the ^ Mount of Pity ' for their de- 
fence, and the merchants of Venice set up the first in the 
world, against the German Fondaco. The dispute burned 
far on towards our own times. You perhaps have heard 
before of one Antonio, a merchant of Venice, who per- 
sistently retained the then obsolete practice of lending 
money gratis, and of the peril it brought him into with the 
usurers. But you perhaps did not before know why it 
was the flesh, or heart of flesh, in him, that they so hated. 
24. Against this newly risen demon of authorized usury, 
Holbein and Botticelli went out to war together. Hol- 
bein, as we have partly seen in his designs for the Dance 
of Death, struck with all his soldier's strength.* Botti- 
celli uses neither satire nor reproach. He turns altogether 
away from the criminals ; appeals only to heaven for 
defence against them. He engraves the design which, of 
all his work, must have cost him hardest toil in its execu- 
tion, — the Virgin praying to her Son in heaven for pity 
upon the poor : " For these are also my children." f tTn- 

* See also the acoonnt by Dr. Woltmaxm of the picture of the Tri- 
umph of Riches. * Holbein and his Time,' p. 352. 
f These words are engraved in the plate, ob spoken by the Virgin. 
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demeath, are the seven works of Mercy ; and in the midst I 
of them, the building of the Mount of Pity : in the distance 
lies Italy, mapped in cape and bay, with the cities which 
liad founded mounts of pity, — Venice in the distance, 
chief. Little seen, but engraved with the master's loveli- 
est care, in the background there is a group of two small 
figures — the Franciscan brother kneeling, and an angel of 
Victory crowning him. 

25. I call it an angel of Victory, observe, with assur- 
ance; although there is no legend claiming victory, or 
distinguishing this angel from any other of those which 
adorn with crowns of flowers the nameless crowds of the 
blessed. For Botticelli. has other ways of speaking than 
by written legends. I know by a glance at this angel that 
he has taken the action of it from a Greek coin ; and I 
know also that he had not, in his own exuberant fancy, the 
least need to copy the action of any figure whatever. So 
I understand, as well as if he spoke to me, that he expects 
me, if I am an educated gentleman, to recognize this par- 
ticular a(;tion as a Greek angel's ; and to know that it is a 
temporal victory which it crowns. 

26. And now farther, observe, that this classical learning 
of Botticelli's, received by him, as I told you, as a native 
element of his being, gives not only greater dignity and 
gentleness, but far wider range, to his thoughts of Reforma- 
tion. As he asks for pity from the cruel Jew to the poor 
Gentile, so he asks for pity from the proud Christian to the 
untaught Gentile. Nay, for more than pity, for fellow- 
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ship, and acknowledgment of equality before God. The 
learned men of his age in general brought back the Greek 
mythology as anti-Christian. But Botticelli and Perugino, 
as pre-Christian; nor only as pre-Christian, but as the 
foundation of Christianity. But chiefly Botticelli, with 
perfect grasp of the Mosaic and classic theology, thought 
over and seized the harmonies of both ; and he it was who 
gave the conception of that great choir of the prophets 
and sibyls, of which Michael Angelo, more or less igno- 
rantly borrowing it in the Sistine Chapel, in great part 
lost the meaning, while he magnified the aspect. 

27. For, indeed, all Christian and heathen mythology 
had alike become to Michael Angelo only a vehicle for 
the display of his own powers of drawing limbs and 
trunks : and having resolved, and made the world of hia 
day believe, that all the glory of design lay in variety of 
difficult attitude, he flings the naked bodies about his ceil- 
ing with an upholsterer's ingenuity of appliance to the 
corners they could fit, but with total absence of any legi- 
ble meaning. Nor do I suppose that one person in a 
million, even of those who have some acquaintance with 
the earlier masters, takes patience in the Sistine Chapel to 
conceive the original design. But Botticelli's mastership 
of the works evidently was given to him as a theologian, 
even more than as a painter ; and the moment when he 
came to Rome to receive it, you may hold for the crisis of 
the Reformation in Italy. The main effort to save her 
priesthood was about to be made by her wisest Re- 
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former, — face to face with the head of her Church, — ^not 
in contest with him, but in the humblest subjection to 
him ; and in adornment of his own chapel for his own 
delight, and more than delight, if it might be. 

28. Sandro brings to work, not under him, but with him, 
the three other strongest and worthiest men he knows, 
Perngino, Ghirlandajo, and Luca Signorelli. There is 
evidently entire fellowship in thought between Botticelli 
and Perugino. They two together plan the whole ; and 
Botticelli, though the master, yields to Perugino the prin- 
cipal place, the end of the chapel, on which is to be the 
Assumption of the Virgin. It was Perugino's favourite 
subject, done with his central strength; assuredly the'.,, 
crowning work of his life, and of lovely Christian art in 
Europe. 

Michael Angelo painted it out, and drew devils and 
dead bodies all over the wall instead. But there remains 
to us, happily, the series of subjects designed by Botticelli 
to lead up to this lost one. 

29. He came, I said, not to attack, but to restore the 
Papal authority. To show the power of inherited honour, 
and universal claim of divine law, in the Jewish and 
Christian Church, — the law delivered first by Moses ; then, 
in final grace and truth, by Christ. 

He designed twelve great pictures, each containing some 
twenty figures the size of life, and groups of smaller ones 
scarcely to be counted. Twelve pictures, — six to illustrate 
the giving of the law by Moses ; and six, the ratification 
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and completion of it by Christ. Event by event, the ju- 
risprudence of each dispensation is traced from dawn to 
close in this correspondence. 

1. Coveiiaiit of Circumcision. 7. Covenant of Baptism. 

2. Entrance on his Ministry 8. Entrance on His Ministry by 

by Moses. Christ 

8. Moses by the Red Sea. 9. Peter and Andrew by the Sea 

of Galilee. 

4. Delivery of Law on Sinai. 1 0. Sermon on Mount 

5. Destruction of Eorah. 11. Giving Keys to St Peter. 

6. Death of Moses. 12. Last Supper. 

Of these pictures, Sandro painted three himself, Peru- 
gino three, and the Assumption ; Ghirlandajo one, Signo- 
relli one, and Eosselli four.* I believe that Sandro in- 
tended to take the roof also, and had sketched out the main 
succession of its design ; and that the prophets and sibyls 
which he meant to paint, he drew first small, and engraved 
his drawings afterwards, that some part of the work might 
be, at all events, thus communicable to the world outside 
of the Yatican. 

30. It is not often that I tell you my beliefs ; but I am 
forced here, for there are no dates to found more on. Is 
it not wonderful that among all the infinite mass of fool's 
thoughts about the ^' majestic works of Michael Angelo" 
in the Sistine Chapel, no slightly more rational person has 

* Gosimo Bosselli, especially chosen by the Pope for his gay colonzing, 
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ever asked what the chapel was first meant to be like, and 
how it was to be roofed ? 

Nor can I assure myself, still less you, that all these 
prophets and sibyls ai-e Botticelli's. Of many there are 
two engravings, with variations : some are inferior in parts, 
many altogether. lie signed none ; never put grand tab- 
lets with ' S. B.' into his skies ; had other letters than 
those to engrave, ^nd no time to spare. I have chosen out 
of the series three of the sibyls, which have, 1 think, clear 
internal evidence of being his ; and these you shall com- 
pare with Michael Angelo's. But first I must put you in 
mind what the sibyls were. 

31. As the prophets represent the voice of God in man, 
the sibyls represent the voice of God in nature. They are 
properly all forms of one sibyl, J^o? BovXtf^ the counsel 
of God ; and the chief one, at least in the Eoman mind, 
was the Sibyl of Cumae. From the traditions of her, the 
Romans, and we through them, received whatever lessons 
the myth, or fact, of sibyl power has given to mortals. 

How much have you received, or may you yet receive, 
think you, of that teaching ? 1 call it the myth, or fact ; 
but remember that, as a myth, it is o, fact. This story has 
concentrated whatever good there is in the imagination of 
visionary powers in women, inspired by nature only. The 
traditions of witch and gipsy are partly its offshoots. You 
despise both, perhaps. But can you, though in utmost 
pride of your supreme modern wisdom, suppose that the 
character — say, even of so poor and far-fallen a sibyl as 
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Meg Merrilies — is only the coinage of Scott's brain ; or 
that, even being no more, it is valueless ? Admit the 
figure of the Cumaean Sibyl, in like manner, to be the 
coinage only of Virgil's brain. As such, it, and the words 
it speaks, are yet facts in which we may find use, if we are 
reverent to them. 

To me, personally, (I must take your indulgence for a 
moment to speak wholly of myself,) they have been of the 
truest service — quite material and indisputable. 

I am writing on St. John's Day, in the monastery of 
Assisi; and I had no idea whatever, when I sat down to 
my work this morning, of saying any word of what I am 
now going to tell you. I meant only to expand and ex- 
plain a little what I said in my lecture about the Floren- 
tine engraving. But it seems to me now that I had better 
tell you what the Cumaean Sibyl has actually done 
for me. 

32. In 1871, partly in consequence of chagrin at the 
Revolution in Paris, and partly in great personal sorrow, 
I was struck by acute inflammatory illness at Matlock, and 
reduced to a state of extreme weakness ; lying at one time 
unconscious for some hours, those about me having no hope 
of my life. I have no doubt that the immediate cause of 
the illness was simply, eating when I was not hungry ; so 
that modern science would acknowledge nothing in the 
whole business but an extreme and very dangerous form 
of indigestion ; and entirely deny any interference of the 
Cumaean Sibyl in the matter. 
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I once heard a sermon by Dr. Guthrie, in Edinburgh, 
upon the wickedness of fasting. It was very eloquent and 
ingenious, and finely explained the superiority of the Scotch 
Free Church to the benighted Catholic Church, in that the 
Free Church saw no merit in fasting. And there was no 
mention, from beginning to end of the sermon, of even the 
existence of such texts as Daniel i. 12, or Matthew vi. 16. 

Without the smallest merit, I admit, in fasting, I was 
nevertheless reduced at Matlock to a state very near star- 
vation ; and could not rise from my pillow, without being 
lifted, for some days. And in the first clearly pronounced 
stage of recovery, when the perfect powers of spirit 
had returned, while the body was still as weak as it well 
could be, I had three dreams, which made a great impres- 
sion on me ; for in ordinary health my dreams are supremely 
ridiculous, if not unpleasant ; and in ordinary conditions 
of illness, very ugly, and always without the slightest 
meaning. But these dreams were all distinct and impres- 
sive, and had much meaning, if I chose to take it. 

33. The first * was of a Venetian fisherman, who wanted 
me to follow him down into some water which I thought 
was too deep ; but he called me on, saying he had some- 
thing to show me ; so I followed him ; and presently, 
through an opening, as if in the arsenal wall, he showed 
me the bronze horses of St. Mark's, and said, ' See, the 
horses are putting on their harness.' 

* I am not certain of their order at this distance of time. 
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The second was of a preparation at Rome, in St Peter's, 
(or a vast hall as large as St. Peter's,) for the exhibition 
of a religious drama. Part of the play was to be a scene 
in which demons were to appear in the sky; and the 
stage servants were arranging grey fictitious clouds, and 
painted fiends, for it, under the direction of the priests. 
There was a woman dressed in black, standing at the cor- 
ner of the stage watching them, having a likeness in her 
face to one of my own dead friends; and I knew some- 
how that she was not that friend, but a spirit ; and she 
made me understand, without speaking, that I was to 
watch, for the play would turn out other than the priests 
expected. And I waited ; and when the scene came on the 
clouds became real clouds, and the fiends real fiends, agi- 
tating them in slow quivering, wild and terrible, over the 
heads of the people and priests. I recollected distinctly, 
however, when I woke, only tlie figure of the black woman 
mocking the people, and of one priest in an agony of 
terror, with the sweat pouring from his brow, but violently 
scolding one of the stage servants for having failed in some 
ceremony, the omission of which, he thought, had given 
the devils their power. 

The third dream was the most interesting and personal. 
Some one came to me to ask me to help in the deliverance 
of a company of Italian prisoners who were to be ransomed 
for money. I said I had no money. They answered. Yes, 
I had some that belonged to me as a brother of St. Francis, 
if I would give it up. I said I did not know even that I 
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was a brother of St FranciB ; but I thought to myself, 
that perhaps the Franciscans of Fesole, whom I had helped 
to make hay in their fields in 1845, had adopted me for one ; 
only I didn't see how the consequence of that would be my 
having any money. However, I said they were welcome to 
whatever I had ; and then 1 heard the voice of an Italian 
woman singing ; and I have never heard such divine sing- 
ing before nor since ; — the sounds absolutely strong and 
real, and the melody altogether lovely. If I could have 
written it I But I could not even remember it when I 
woke, — only how beautiful it was. 

34. Now these three dreams have, every one of them, 
been of much use to me since ; or so far as they have 
failed to be useful, it has been my own fault, and not 
theirs ; but the chief use of them at the time was to give 
me courage and confidence in myself, both in bodily dis- 
tress, of which I had still not a little to bear ; and worse, 
much mental anxiety about matters supremely interesting 
to me, which were turning out ilL And tlxrough all such 
trouble — ^which came upon me as I was recovering, as if 
it meant to throw me back into the grave, — I held out 
and recovered, repeating always to myself, or rather hav- 
ing always murmured in my ears, at every new trial, one 

Latin line, 

Tu ne cede mails, sed contra f ortior ito. 

Now I had got this line out of the tablet in the engraving 
of Raphael's vision, and had forgotten where it came 
f ix)m. And I thought I knew my sixth book of Yirgil so 
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well, that I never looked at it again while I was giving 
these lectures at Oxford, and it was only here at Assisi, 
the other day, wanting to look more accurately at the 
first scene by the lake Avernus, that I found I had been 
saved by the words of the Cumaean Sibyl. 
Ill ///: ' ;."i?,jj'i'/ 35. "Quahj tua te Fortuna sinet," the completion of 

the sentence, has yet more and continual teaching in it 
for me now; as it has for all men. Her opening words, 
which have become hackneyed, and lost all present power 
through vulgar use of them, contain yet one of the most 
immortal truths ever yet spoken for mankind ; and they 
will never lose their power of help for noble persons. 
But observe, both in that lesson, "Facilis descensus 
Avemi," etc.; and in the still more precious, because 
universal, one on which the strength of Home was found- 
ed, — the burning of the books, — ^the Sibyl speaks only as 
the voice of Nature, and of her laws ; — not as a divine 
helper, prevailing over death; but as a mortal teacher 
warning us against it, and strengthening us for our mor- 
tal time ; but not for eternity. Of which lesson her own 
history is a part, and her habitation by the Avernus lake. 
She desires immortality, fondly and vainly, as we do our- 
selves. She receives, from the love of her refused lover, 7 
Apollo, not immortality, but length of life ; — her years to 
be as the grains of dust in her hand. And even this she 
finds was a false desire ; and her wise and holy desire at 
last is — to die. She wastes away ; becomes a shade only, 
and a voice. The Nations ask her. What wouldst thou? 
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She answers, Peace; only let my last words be true. 
**L' ultimo mie parlar sie verace." 

36. Therefore, if anything is to be conceived, rightly, 
and chiefly, in the form of the Cumaean Sibyl, it must be 
of fading virginal beauty, of enduring patience, of far- 
looking into futurity. " For after my death there shall yet 
return/' she says, " another virgin." . 

Jam redit et virgo ; — redeunt Saturnia regna, 
Ultima Cumaei venit jam carminis aetas. 

Here then is Botticelli's Cumaean Sibyl. She is armed, 
for she is the prophetess of Eoman fortitude ; — but her 
faded breast scarcely raises the corslet ; her hair floats, not 
falls, in waves like the currents of a river, — ^the sign of 
enduring life ; the light is full on her forehead : she looks 
into the distance as in a dream. It is impossible for art 
to gather together more beautifully or intensely every 
image which can express her true power, or lead us to 
understand her lesson. 

37. Now you do not, I am well assured, know one of 
Michael Angelo's sibyls from another : unless perhaps the 
Delphian, whom of course he makes as beautiful as he 
can. But of this especially Italian prophetess, one would 
have thought he might, at least in some way, have shown 
that he knew the history, even if he did not understand it. 
She might have had more than one book, at all events, to 
bum. She might have had a stray leaf or two fallen at 
her feet. He could not indeed have painted her only as a 
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voice ; but his anatomical knowledge need not have hin- 
dered him from painting her virginal youth, or her wast- 
ing and watching age, or her inspired hope of a holier 
future. 

38. Opposite, — ^fortunately, photograph from the figure 
itself, so that you can suspect me of no exaggeration, — is 
Michael Angelo's Cumaean Sybil, wasting away. It is by 
a grotesque and most strange chance that he should have 
made the figure of this Sibyl, of all others in the chapel, 
the most fleshly and gross, even proceeding to the monstrous 
license of showing the nipples of the breast as if the dress 
were moulded over them like plaster. Thus he paints the 
poor nymph beloved of Apollo, — the dearest and qneenli- 
est in prophecy and command of all the sibyls, — as an ugly 
crone, with the arms of Goliath, poring down upon a single 
book. 

39. There is one point of fine detail, however, in Botti- 
celli's Cumaean Sibyl, and in the next I am going to show 
you, to explain which I must go back for a little while to 
the question of the direct relation of the Italian painters 
to the Greek. I don't like repeating in one lecture what 
I have said in another; but to save you the trouble of 
reference, must remind you of what I stated in my fourth 
lecture on Greek birds, when we were examining the 
adoption of the plume crests in armour, that the crest 
signifies command ; but the diadem, obedience / and that 
every crown is primarily a diadem. It is the thing that 
binds, before it is the thing that honours. 
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Now all the great schools dwell on this symbolisni. The 
long flowing hair is the symbol of life, and the SidSrjfia of 
the law restraining it. Royalty, or kingliness, over life, 
restraining and glorifying. In the extremity of restraint 
— in death, whether noble, as of death to Earth, or ignoble 
as of death to Heaven, the iic&qfMi ifi fastened with the 
mortcloth : " Bound hand and foot with grave-clothes, and 
the face bound about with the napkin.'^ 

40. Now look back to the first Greek head I ever showed 
you, used as the type of archaic sculpture in Aratra Pen- 
telici, and then look at the crown in Botticelli's Astrolo- 
gia. It is absolutely the Greek form, — even to the pecur 
liar oval of the forehead ; while the diadem — the govern- 
ing law — is set with appointed stars — ^to rule the destiny 
and thought. Then return to the Cumaean Sibyl. She, 
as we have seen, is the symbol of enduring life — ^almost 
immortal. The diadem is withdrawn from the forehead 
— ^reduced to a narrow fillet — ^here, and the hair thrown 
free. 

41. From the Cumaean SibyPs diadem, traced only by 
points, turn to that of the Hellespontic, (Plate 9, opposite). 
I do not know why Botticelli chose her for the spirit of 
prophecy in old age ; but he has made this the most in- 
teresting plate of the series in the definiteness of its con- 
nection with the work from Dante, which becomes his 
own prophjDcy in old age. The fantastic yet solemn treat- 
ment of the gnarled wood occurs, as far as I know, in no 
other engravings but this and the illustrations to Dante ; 



184 ABIADNB FLOSENTINA. 

and I am content to leave it, with little comment, for the 
reader's quiet study, as showing the exuberance of imagin- 
ation which other men at this time in Italy allowed to 
waste itself in idle arabesque, restrained by Botticelli to 
his most earnest purposes ; and giving the withered tree- 
trunks hewn for the rude throne of the aged prophetess, 
the same harmony with her fading spirit which the rose 
has with youth, or the laurel with victory. Also in its 
weird characters, you have the best example I can show 
you of the orders of decorative design which are especially 
expressible by engraving, and which belong to a group of 
art-instincts scarcely now to be understood, much less re- 
covered, (the influence of modern naturalistic imitation 
being too strong to be conquered) — ^the instincts, namely, 

- for the arrangement of pure line, in labyrinthine intricacy, 
through which the grace of order may give continual clue. 
The entire body of ornamental design, connected with 
writing, in the middle ages seems as if it were a sensible 

„ symbol, to the eye and brain, of the methods of error and 
recovery, the minglings of crooked with straight, and per- 
verse with progressive, which constitute the great problem 
of human morals and fate; and when I chose the title 
for the collected series of these lectures, I hoped to have 
justified it by careful analysis of the methods of laby- 
rinthine ornament, which, made sacred by Theseian tradi- 
tions,* and beginning in imitation of physical truth, with 

* Calliniachus, *£>elos/ 304 etc. 
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the spiral waves of tlie waters of Babylon as the ABsyrian 
carved them, entangled in their returns the eyes of men, 
on Greek vase and Christian manuscript — till they closed 
in the arabesques which sprang round the last luxury of 
Venice and Eome. 

But the labyrinth of life itself, and its more and more . 
interwoven occupation, become too manifold, and too dif- 
ficult for me ; and of the time wasted in the blind lanes 
of it, perhaps that spent in analysis or recommendation of 
the art to which men's present conduct makes them insen- 
sible, has been chiefly cast away. On the walls of the 
little room where I finally revise this lecture,* hangs an 
old silken sampler of great-grandame's work : represent- 
ing the domestic life of Abraham : chiefly the stories of 
Isaac and Ishmael. Sarah at her tent-door, watching, 
with folded arms, the dismissal of Hagar: above, in a 
wilderness full of fruit trees, birds, and butterflies, little 
Ishmael lying at the root of a tree, and the spent bottle 
under another ; Hagar in prayer, and the angel appearing 
to her out of a wreathed line of gloomily undulating 
clouds, which, with a dark-rayed sun in the midst, sur- 
mount the entire composition in two arches, out of which 
descend shafts of (I^ suppose) beneficent rain; leaving, 
however, room, in the corner opposite to Ishmael's angel, 
for Isaac's, who stays Abraham in the sacrifice : the ram 
in the thicket, the squirrel in the plum tree above him, 

* In the Old Eing^s Arms Hotel, Lancaster. 
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and the grapee, pears, apples, roses, and daisies of the fore* 
ground, being all wrought with involution of such inge- 
nious needle-work as may well rank, in the patience, the 
natural skill, and the innocent pleasure of it, with the 
truest works of Florentine engraving. Nay ; the actual 
tradition of many of the forms of ancient art is in many 
places evident, — as for instance in the spiral summits of 
the flames of the wood on the altar, which are like a 
group of firat-springing fern. On the wall opposite is a 
smaller composition, representing Justice with her balance 
and sword, standing between the sun and moon, with a 
background of pinks, borage, and corncockle : a third is 
only a cluster of tulips and iris, with two Byzantine pea- 
cocks; but the spirits of Penelope and Ariadne reign vivid 
in all the work — and the richness of pleasurable fancy is 
as great still, in these silken labours, as in the marble 
arches and golden roof of the cathedral of Monrealc. 

But what is the use of explaining or analyzing it ? 
Such work as this means the patience and simplicity of 
all feminine life ; and can be produced, among us at least, 
no more. Gothic tracery itself, another of the instinctive 
labyrinthine intricacies of old, though analyzed to its last 
section, has become now the symbol only of a foolish ec- 
clesiastical sect, retained for their shibboleth, joyless and 
powerless for all good. The very labyrinth of the grass 
and flowers of our fields, though dissected to its last leaf, 
is yet bitten bare, or trampled to slime, by the Minotaur 
of our lust y and for the traeeried spire of the poplar by 
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the brook, we possess but the four-square furnace tower, 
to mingle its smoke with heaven's thunder-clouds.* 

We will look yet at one sampler more of the engraved 
work, done . in the happy time when flowers were pure, 
youth simple, and imagination gay, — Botticelli's Libyan 
Sibyl. 

Glance back first to the Hellespontic, noting the close 
fillet, and the cloth bound below the face, and then you 
will be prepared to understand the last I shall show you, 
and the loveliest of the southern Pythonesses. 

42. A less deep thinker than Botticelli would have made 
her parched with thirst, and burnt with heat. But the 
voice of God, through nature, to the Arab or the Moor, is 
not in the thirst, but in the fountain, — not in the desert, 
but in the grass of it. And this Libyan Sibyl is the spirit 
of wild grass and flowers, springing in desolate places. 

You see, her diadem is a wreath of them ; but the blos- 
soms of it are not fastening enough for her hair, though it is 
not long yet — (she is only in reality a Florentine girl of 
fourteen or fifteen) — so the little darling knots it under 

* A maniifacturer wrote to me the other day, "We don't want to 
make smoke ! " Who said they did ? — a hired murderer does not want 
to commit murder, but does it for sufficient motive. (Even our ship- 
owners don't want to drown their sailors ; they will only do it for suffi- 
cient motive. ) If the dirty creatures did want to make smoke, there 
would be more excuse for them : and that they are not clever enough 
to consume it, is no praise to them. A man who can't help his hiccough 
leaves the room : why do they not leave the England they pollute ? 
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her ears, and then makes herself a necklace of it. But 
though flowing hair and flowei-s are wild and pretty, Bot- 
ticelli had not, in these only, got the power of Spring 
marked to his mind. Any girl might wear flowers ; but 
few, for ornament, would be likely to wear grass. So the 
Sibyl shall have grass in her diadem ; not merely inter- 
woven and bending, but springing and strong. You 
thought it ugly and grotesque at first, did not you ? It 
was made so, because precisely what Botticelli wanted 
you to look at. 

But that's not all. This conical cap of hers, with one 
bead at the top, — considering how fond the Florentines 
are of graceful head-dresses, this seeijis a strange one for 
a young girl. But, exactly as 1 know the angel of Yictory 
to be Greek, at his Mount of Pity, so 1 know this head- 
dress to be taken from a Greek coin, and to be meant for 
a Greek symbol. It is the Petasus of Hermes — ^the mist 
of morning over the dew. Lastly, what will the Libyan 
Sibyl say to you? The letters are large on her tablet. 
Her message is the oracle from the temple of the 
dew : " The dew of thy birth is as the womb of the morn- 
ing." — "Ecce venientem diem, et latentia aperientem, 
tenebit gremio gentium regina." 

43. Why the daybreak came not then, nor yet has 
come, but only a deeper darkness ; and why there is now 
neither queen nor king of nations, but every man doing 
that which is right in his own eyes, I would fain go on, 
partly to tell you, and partly to meditate with you : but it 
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is not our work for to-day. The issue of the Eef ormatioii 
which these great painters, the scholars of Dante, be- 
gan, we may follow, farther, in the study to which I pro- 
pose to lead you, of the lives of Cimabue and Giotto, and - 
the relation of their work at Assisi to the chapel and 
chambers of the Vatican. 

44. To-day let me finish what 1 have to tell you of the 
style of southern engraving. What sudden bathos in the 
sentence, you think! So contemptible the question of 
style, then, in painting, though not in literature ? You 
study the * style ' of Homer ; the style, perhaps, of Isaiah ; 
the style of Horace, and of Massillon. Is it so vain to study 
the style of Botticelli i 

In all cases, it is equally vain, if you think of their style 

I 

first. But know their purpose, and then, their way of speak- 
ing is worth thinking of. These apparently unfinished and 
certainly unfilled outlines of the Florentine, — clumsy work, 
as Yasari thought them, — as Mr. Otley and most of our 
English amateurs still think them, — are these good or bad 
engraving ? 

You may ask now, comprehending their motive, with 
some hope of answering or being answered rightly. And 
the answer is. They are the finest gravers' work ever done 
yet by human hand. You may teach, by process of disci- 
pline and of years, any youth of good artistic capacity to 
engrave a plate in the modern mannor; but only the 
noblest passion, and the tenderest patience, will ever en- 
grave one line like these of Sandro Botticelli. 
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46. Passion, and patience I Nay, even these you may 
have to-day in England, and yet both be in vain. Only a 
few years ago, in one of our northern iron-foundries, a 
workman of intense power and natural art-faculty set 
himself to learn engraving ; — made his own tools ; gave all 
the spare hours of his laborious life to learn their use ; ; 

learnt it ; and engraved a plate which, in manipulation, no i 

professional engraver would be ashamed of. He engraved  

his blast furnace, and the casting of a beam of a steam en- I 

gine. This, to him, was the power of God, — ^it was his life. j 

No greater earnestness was ever given by man to pro- j 

mulgate a Gospel. Nevertheless, the engraving is abso- I 

lutely worthless. The blast furnace is not the power of 
God ; and the life of the strong spirit was as much con- 
sumed in the flames of it, as ever driven slave's by the 
burden and heat of the day. 

How cruel to say so, if he yet lives, you think ! No, my 
friends ; the cruelty will be in you, and the guilt, if, hav- 
ing been brought here to learn that God is your Light, 
you yet leave the blast furnace to be the only light of 
England. 

It has been, as I said in the note above (p. 167), with ex- 
treme pain that I have hitherto limited my notice of our 
own great engraver and moralist, to the points in which 
the disadvantages of English art-teaching made him in- 
ferior to his trained Florentine rival. But, that these dis- 
advantages were powerless to arrest or ignobly depress 
him ; — that however failing in grace and scholarship, he 
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«hould never fail in truth or vitality ; and that the preci- 
sion of his unerring hand * — his inevitable eye — and his 
rightly judging heart — should place him in the first rank 
of the great artists not of England only, but of all the 
world and of all time : — that this was possible to him, was 
simply because he lived a country life. Bewick himself, 
Botticelli himself, Apelles himself, and twenty times 
Apelles, condemned to slavery in the helliire of the iron 
furnace, could have done — Nothing. Absolute paraly- 
sis of all high human faculty must result from labour near 
fire. The poor engraver of the piston-rod had faculties — 
not like Bewick's, for if he had had those, he never would 
have endured the degradation ; but assuredly, (I know this 
by his work,) faculties high enough to have made him one 
of the most accomplished figure painters of his age. 
And they are scorched out of him, as the sap from the 
grass in the oven : while on his Northumberland hill-sides, 
Bewick grew into as stately life as their strongest pine. 

And therefore, in words of his, telling consummate and 
unchanging truth concerning the life, honour, and happi- 
ness of England, and bearing directly on the points of 
difference between class and class which I have not dwelt 
on without need, I will bring these lectures to a close. 

" I have always, through life, been of opinion that there 



* I know no drawing so subtle as Bewick's, since the fifteenth century, 
except Holbein's and Turner's. I have been greatly surprised lately by 
the exquisite water-colour work in some of Stothard's smaller vignettes ; 
but he cannot set the line like Turner or Bewick. , 
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is no business of any kind that can be compared to that of 
a man who farms his own land. It appears to me that 
every earthly pleasure, with health, is within his reach. 
> But numbere of these men (the old statesmen) were gross- 
ly ignorant, and in exact proportion to that ignorance they 
were sure to be offensively proud. This led them to at- 
tempt appearing above their station, which hastened them 
on to their ruin ; but, indeed, this disposition and this kind 
of conduct invariably leads to such results. There were 
many of these lairds on Tyneside ; as well as many who 
held their lands on the tenure of ^ suit and service,' and 
were nearly on the same level as the lairds. Some of the 
latter lost their lands (not fairly, I think) in a way they 
could not help ; many of the former, by their misdirected 
pride and folly, were driven into towns, to slide away into 
nothingness, and to sink into oblivion, while their ' Ha' 
houses ' (halls), that ought to have remained in their fami- 
lies from generation to generation, have mouldered away. 
I have always felt extremely grieved to see the ancient 
mansions of many of the country gentlemen, from some- 
what similar causes, meet with a similar fate. The gen- 
try should, in an especial manner, prove by their conduct 
that they are guarded against showing any symptom of 
foolish pride, at the same time that they soar above every 
meanness, and that their conduct is guided by truth, integ- 
rity, and patriotism. If they wish the people to partake 
with them in these good qualities, they must set them the 
example, without which no real respect can ever be paid to 
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them. Gentlemen ought never to forget the reBpectable 
Btation they hold in society, and that they are the natural 
guardians of public morals and may with propriety be 
considered as the head and the heart of the country, while 
* a bold peasantry ' are, in truth, the arms, the sinews, and 
the strength of the same ; but when these last are degrad- 
ed, they soon become . dispirited and mean, and often dis- 
honest and useless. 

* * * * * * 

" This singular and worthy man * was perhaps the most 

invaluable acquaintance and friend I ever met with. His 

* GUbert Gray, bookbinder. I have to correct the inaccurate— and 
very harmfully inaccurate, expression which I used of Bewick, in Love's 
Heinle, ^ a printer's lad at Newcastle.' His first master was a gold- 
smith and engraver, else he could never have been an artist. I am very 
heartily glad to make this correction, which establishes another link of 
relation between Bewick and Botticelli ; but my error was partly caused 
by the impression which the above description of his ^' most invaluable 
friend " made on me, when I first read it. 

Much else that I meant to correct, or promised to explain, in this lec- 
ture, must be deferred to the Appendix ; the superiority of the Tuscan 
to the Greek Aphrodite I may perhaps, even at last, leave the reader to 
admit or deny as he pleases, having more important matters of debate 
on hand. But as I mean only to play with Proserpina during the spring, 
I wiU here briefly anticipate a statement I mean in the Appendix to en- 
force, namely, of the extreme value of coloured copies by hand, of 
paintings whose excellence greatly consists in colour, as auxiliary to en- 
gravings of them. The prices now given without hesitation for nearly 
worthless original drawings by fifth-rate artists, would obtain for the 
misg^ded buyers, in something like a proportion of ten to one', most 

precious copies of drawings which can only be represented at all in en* 
9 
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moral lectures and advice to me formed a most important 
Buccedanenm to those imparted by my parents. His wise 
remarks^ his detestation of vice, his industry, and his tem- 
perance, crowned with a most lively and cheerful dispo- 
sition, altogether made him appear to me as one of the 
best of characters. In his workshop I often spent my 
winter evenings. This was also the case with a number of 
young men who might be considered as his pnpils ; many 
of whom, I have no doubt, he directed into the paths of 
truth and integrity, and who revered his memory through 
life. He rose early to work, lay down when he felt weary, 
and rose again when refreshed. His diet was of the sim- 
plest kind ; and he eat when hungry, and drank when 
dry, without paying regard to meal-times. By steadily 
pursuing this mode of life he was enabled to accumulate 

graving by entixe alteration of their treatment, and abandonment of 
their finest porposes. I feel this so strongly that I have given my best 
attention, dnring upwards of ten years, to train a copyist to perfect 
fidelity in rendering the work of Tomer ; and having now snooeeded in 
enabling him to produce facsimiles so close as to look like replicas, fac- 
similes which I must sign with my own name and his, in the very work 
of them, to prevent their being sold for real Turner vignettes, I can ob- 
tain no custom for him, and am obliged to leave him to make his bread 
by any power of captivation his original sketches may possess in the 
eyes of a public which maintains a nation of copyists in Rome, but is 
content with black and white renderings of great English art ; though 
there is scarcely one cultivated English gentleman or lady who has not 
been twenty times in the Vatican, for onoe that they have been in the 
National Gkdlery. 
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Bums of money — ^from ten to thirty pounds. This enabled 
him to get boolcs, of an entertaining and moral tendency, 
printed and circulated at a cheap rate. Ilis great object 
was, by every possible means, to promote honourable feel- 
ings in the minds of youth, and to prepare them for becom- 
ing good members of society. I have often discovered 
that he did not overlook ingenious mechanics, whose mis- 
fortunes — ^perhaps mismanagement — ^had led them to a 
lodging in Newgate. To these he directed his compassion- 
ate eye, and for the deserving (in his estimation), he paid 
their debt, and set them at liberty. He felt hurt at seeing 
the hands of an ingenious man tied up in prison, where 
they were of no use either to himself or to the community. 
This worthy man had been educated for a priest ; but he 
would say to me, 'Of a " trouth," Thomas, I did not like 
their ways.' So he gave up the thoughts of being a priest, 
and bent his way from Aberdeen to Edinburgh, where he 
engaged himself to Allan Ramsay, the poet, then a book- 
seller at the latter place, in whose service he was both 
shopman and bookbinder. From Edinburgh he came to 
Newcastle. Gilbert had had a liberal education bestowed 
upon him. He had read a great deal, and had reflected 
upon what he had read. This, with his retentive memory, 
enabled him to be a pleasant and communicative com- 
panion. I lived in habits of intimacy with him to the 
end of his life ; and, when he died, 1, with others of his 
friends, attended his remains to the grave at the Ballast 
Hills." 
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And what graving on the nered cliffs of Egypt ever 
honoured them, as that grass-dimmed furrow does the 
mounds of our Northern land ? 



THB END. 



NOTES. 



f 

I. The following letter, from one of my most faithful readers, 
corrects an important piece of misinterpretation in the text. The 
waving of the reins must be only in sign of the fluctuation of heat 
round the Sun's own chariot : — 

"Spring Field, Ambleside, 

"February ll, 1875, 

" Dear Mr. Kuskin, — ^Your fifth lecture on Engraving I have to 
hand. 

" Sandro intended those wavy lines meeting under the Sun's 

right * hand, (Plate V.) primarily, no doubt, to represent the four 

ends of the four reins dangling from the Sun's hand. The flames 

and rays are seen to continue to radiate from the platform of the 

chariot between and beyond these ends of the reins, and over the 

knee. He may have wanted to acknowledge that the warmth of the 

earth was Apollo's, by making these ends of the reins spread out 

separately and wave, and thereby enclose a form like a flame. But I 

cannot think it. 

" Believe me, 

"Ever yours truly, 

" Chas. Wm. Smith." 

^ . 

.^ * " Would not the design have looked better, to us, on the plate than 
V on the print ? On the plate, the reins wonld be in the left hand ; and 
the whole movement be from the left to the right ? The two different 
forms that the radiance takes would symbolize respeclifDlIy heat and /... 
light, would they not ? " 
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n. I meant to keep labyrinthine matters for my Appendix ; but 
the following most useful byewords from Mr. Tyj^hitt had better 
be read at once : — 

" In the matter of Cretan Labyrinth, as connected by Virgil with 
the Ludus Trojse, or equestrian game of winding and turning, con- 
. tinned in England from twelfth century ; and haying for last relic 
the maze * called * Troy Town,' at Troy farm, near Somerton, Oxford- 
shire, which itself resembles the circular labyrinth on a coin of Cnos- 
sus in Fors Clavigera. 

" The connecting quotation from Virg., jEn., v., 688, is as fol- 
lows : 

' Tit quond am Oeta fertar Labyrinthns in alta 
Parietibus textam csecis iter, andpitemque 'r.""', V'^c^a h-Vy^*^ 

MiUe viis habuisse dolom, qua signa sequendi 
Falleret indeprensus et inremeabiUs error. '//.•'•/ ''/i^- y--'^' -'^"''■ 
Haud alio Teacrth» nati vestigia cursa 
Impediunt, texuntque f^lgas et proelia ludo, ! y. :::.'. 

' Belphinum suniles.' *' 

Labyrinth of Ariadne, as cut on the Downs by shepherds from 
time immemorial, — 

Shakspeare, * Midsummer Night's Dream,' Act IL, sc. 2 : 

** Oberon. The nine-men's-morris f is filled up with mud; 
And the quaint mazes in the wanton green 
By lack of tread are undistinguishable." 

The following passage, * Merchant of Venice,' Act iii., sc. 2, con- 
^.% u a/:/ fuses (to all appearance) the Athenian tribute to Crete, witti the story 
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 Stratt, pp. 97-8, ed. 1801. 
. f Explained as ^' a game BtUl played by the shepherds, cowkeepers,*^ 
etc., in the midland counties. 
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of Hesione : and may point to general confusion in the Elizabethan 
mind about the myths : 

^^ PorUa, with much more loye 

Than yomig Alcides, when he did reduce r^ thty u^^ot 

The virgin-tribute paid by howling Troy />v ^A-'A "v/^* , 

To the sea monster."  ^99u i^Alcmud, 

Theseus is the Attic Hercules, however ; and Troy may have been 
a sort of house of call for mythical monsters, in the view of mid- 
land shepherds. 

« See Biad, 20, 145. 
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